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Abstract 
With constant and intensifying flow of people and media products across national 
boundaries, the meanings of nation and national identity have become more 
complicated. The present study aims at investigating the interaction among electronic 
media, immigrant and diaspora, and national identity, through examining a Chinese 
language satellite TV—Phoenix TV and the meanings of the Chinese identity in its 
programs on Chinese immigrants and diaspora~the series documentary Chinatown. 
Through the analysis of the use of verbal and visual language in the documentary 
texts, participated observation, and in-depth interview of producers, this study 
examines the production of documentary Chinatown in its social-historical contexts. 
The study has found major themes of the documentary depicting the sense of 
belonging to host society, homeland, and ethnic community, which an individual 
Chinese immigrant has in his or her social reality overseas. Also, it examines the 
strategic use of terms and concepts in the documentary to convey politically neutral 
meanings about nation and state. The concept of nation is used as cultural roots and 
family tie, and its connection to the state has been removed. The production of 
Chinatown is a negotiation between different institutions, and Phoenix TV has 
maintained a balance between the political requirements and market in China. It chose 
ordinary people as protagonists and concentrated on their daily activities and 
conversations. Through the documentary production, overseas Chinese as 
documentary protagonists were connected with the viewers in China, constructing an 
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imagined global Chinese community. This kind of national consciousness is not based 
on blatant and strong patriotic expressions. Instead, the national identity is represented 
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With intensified flow of people and media products across national boundaries in the 
contemporary world, the meanings of nation and national identity have become more 
complicated. The present study aims at investigating the relationship between 
electronic media, immigrant and diaspora groups, and national identity, through 
examining a Chinese language satellite TV and the meanings of being Chinese in its 
production of programs on Chinese immigrants and diaspora. 
Based on Anderson's (1991) idea of nation as imagined community and Billig's (1995) 
idea of banal nationalism, this study attempted to put those concepts into the context 
of contemporary Chinese societies, in which the histories of nation-states are quite 
different from Europe and the flow of media images and people across national 
boundaries become more frequent and intensive. The study proposed the concept of 
an imagined global Chinese community, and tries to examine how it was constructed 
by the Chinese language television network with transnational capital and transborder 
reception. From the analysis of media texts and institution, this study found how the 
media produce the meaning of being Chinese, and to connect Chinese people in 
different parts of the world and in different positions on the production-reception 
chain of the television program. 
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1.1 Phoenix TV 
Phoenix Satellite TV, as a joint-venture of Rupert Murdoch's Star TV and other major 
Chinese enterprises, becomes the objective of this study. It headquarters in Hong 
Kong, a special administrative region at the southern apex of China, and claims to 
target global Chinese audience. 
The choice of Phoenix TV in this study has its rationale. First of all, it is a Chinese 
media institution with transnational capital in operation. It belongs to the Greater 
China media market as a transborder television network and is a regional player in 
this area (Chan 2005), Phoenix TV is a television network affiliated with Star TV 
(Asia), an Asian TV service owned by News Corporation. Star TV also owns other 
Chinese channels such as Star Chinese Channel and Xing Kong, both of which 
provide general entertainment programs. The former was once reached all 
Chinese-speaking communities in Asia before 1993，but now it targets Taiwan. The 
latter is based in Hong Kong, and provides entertainment programs for 
Chinese-speaking communities other than Taiwan. Phoenix TV, unlike any of them, is 
a joint-venture of Star and Chinese enterprises, and the only 
non-govemment-controlled television network received in Mainland China that can 
broadcast news and current affairs. Its major target audience is in Mainland China, as 
well as other Chinese communities except Taiwan. Phoenix TV belongs to the 
Greater China media market as a transborder television network and is a regional 
player in this area (Chan 2005). Based in Hong Kong, it is broadcast in Mandarin, 
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the official language of China, the country that holds very strict policy on 
cross-border and foreign media reception. The Chinese Communist Party (CCP) 
controls the media system in China, and Phoenix TV is among one of the few media 
institutions outside this system which is quite closed. Phoenix TV's program could 
be received by Mainland residents, though in limited areas and with special 
requirements. The programs of the Phoenix TV network (Chinese Channel, News 
Channel, and Movie Channel) are broadcast in all housing districts and communities 
where the foreign residents live\ hotels rated above "Three Stars" in China, specific 
economic, media, and educational institutes, for business or academic purposes. 
Because of its Hong Kong base and its special requirements for reception, it is always 
considered by Chinese audience as a foreign media organization that is different from 
those under the Party-controlled media system in China. It is always perceived as a 
Hong Kong television or at least not Mainland . The special location and the 
claimed target of this media"connecting Chinese globally" (Liu, 2001), make 
Chinese audience in the mainland consider it as an alternative source for getting 
information about China, the Chinese overseas communities, and the world. 
Second, its production involves collaboration between different parts of Chinese 
society, crossing the political boundaries—Hong Kong, Beijing and Taiwan studio, as 
well as a production company in Shenzhen, the city in the south Guangdong Province, 
neighboring to Hong Kong. This makes Phoenix TV production different from the 
‘Shewai xiaoqu, here "foreign" meaning all residents who are not PRC citizen, including Hong Kong, Taiwan and 
other places outside PRC 
2 It sometimes could also be misunderstood as a Taiwanese TV station for its so many Taiwanese staff 
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conventional television production mode in Ch inae i t he r on national or local level. 
Meanwhile, Phoenix TV maintains a political stance supporting the view of Beijing 
government, though Phoenix is not under the media control of the Chinese 
government. Therefore, it has a different approach from those local Chinese media, 
bringing about more complexity of production and consumption of its meanings. 
Third, it claims to target the global Chinese. Global Chinese, in Phoenix's conception, 
refers to all people who are ethnic Chinese, which consists of PRC citizen, Taiwanese, 
people in Hong Kong and Macau, Chinese immigrants and diaspora. It claims to be 
global not only because it has the concern of issues related to Chinese all over the 
world, but also for its establishment of American and European channels, which have 
entered the local cable network that can be viewed by overseas Chinese audience, and 
the correspondents in many foreign countries. The "global Chinese" orientation 
makes it different from the state-controlled PRC media, as well as other Chinese 
media operated on the local level in Hong Kong, Taiwan, and other overseas Chinese 
communities, which mainly focus on their local affairs and the overseas situations 
respectively. Phoenix TV also claims to have a Chinese perspective in interpreting 
the world and aims at making the voice of Chinese heard all over the world (Liu 
2001). 
Launched in March, 1996，within its short history, it has already witnessed a lot of 
events having significant impact to Chinese in politics and economy, as well as to the 
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whole world. For example, the sovereign handover of Hong Kong to China in 1997， 
NATO bombing Chinese Embassy in Yugoslavia during the war on Kosovo in 1999, 
China entering WTO in 2001，the 911 attack, Iraqi War in 2003, and China's 
anti-Japanese demonstration in 2005...all have been reported live. Either through 
inciting the nationalistic sentiment or presenting instant, on-site reporting, it quickly 
became famous among Chinese audience, especially in PRC. 
Besides the news reporting and commentary programs for the important events, 
Phoenix also makes its name for those "television events". In such organized events, 
a production team of Phoenix TV goes to different places of the world and makes 
features or documentary programs about specific countries or regions, the history and 
culture. During those events, they collaborate with local media and other 
organizations. Since 1999, they have successfully produced documentary series 
such as "Journey to Europe", "Journey of Millennium", which focused on world 
civilizations. Later it has expanded both in form and contents, and the genre of 
television documentary has thus been employed. These programs include "In Search 
of the Disappearing Homeland" and "Chinatown", etc. Most of such products are 
broadcast first on Phoenix TV networks, and then they are marketed to local Chinese 
television networks and release DVDs and books. 
1.2 Chinatown—Phoenix's Global Tour of Chinese Communities 
Phoenix TV's documentary about Chinese immigrants and diaspora constitute the 
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scope of the present study. The major inquiry of the study is how the transborder 
television produces national and transnational identities. Unlike the national and 
local televisions, which also produce programs on Chinese immigrants and diaspora, 
Phoenix TV has a special identity. It is operated outside the Chinese official media 
system with transnational capital, which does not belong to the state-controlled media 
system in China, so there is possibility for Phoenix to make programs with a different 
perspective, which would attract Chinese audience who have been exposed too much 
to the official media. Meanwhile, in order to further extend the market in China, 
Phoenix TV supports Beijing government on political issues. The pro-Beijing 
political position could guarantee Phoenix to have official support, which is important 
for media to expand its market in China and to get more permission for the program 
production. More importantly, through the analysis of the television texts and 
production, it is expected to find out how an imagined global Chinese community has 
been constructed, and how national identity and nationalism can be expressed. It 
focuses on the meanings about being Chinese and connectedness, as well as the 
different levels of production inside and outside the media institution. 
Aiming at finding out the ways immigrant and diaspora are represented in media, I 
choose the documentary series Chinatown produced by Phoenix TV as case. 
Phoenix's global network (Hong Kong, Taiwan and China, North America and Europe 
channel) facilitates this claimed transnational production. Documentary programs 
are chosen as the objective of the present study. As Kilborn and Izod (1997) pointed 
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out, the documentary makers were not just recording what they experienced, but 
intended to produce for the viewers and to let them see particular events in their 
perspective. Realism is ideological and constructed (Kilbom & Izod 1997). 
Therefore, from the documentary made by Phoenix TV, it expected to find out the 
perspective of the production team and thus the media institution in the context of 
contemporary Chinese society. 
Chinatown: Phoenix 's global tour of Chinese communities aims at investigating the 
situation of overseas Chinese all over the world. The whole documentary shooting 
activity was in collaboration with the official Overseas Chinese Affairs Office of the 
State Council and a non-official China Overseas Exchange Association. The series 
of documentary focuses on the lives of overseas Chinese groups or individuals, with 
historical background of the Chinese migration, concentrating on the special 
experiences and stories of Chinese immigrants and diaspora. The project was 
launched in September 2002. The production team reached 40 countries in five 
continents to shoot the documentaries. It was broadcast during 2003 and 2004 in 
Phoenix Chinese Channel, American and European Channel, and was marketed to 
over 70 Mainland local television networks and Hong Kong local television stations. 
In general, the present study proposes the idea of an imagined global Chinese. It 
attempts to map out the way media connect diaspora and immigrants to its home 
nation-state audience in a cultural-linguistic region, exploring the relationship 
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between media texts, media institution, and national identity in transnational 
situations. 
The following chapter elaborates more on the literature of media, national identity, 
diaspora, and Chinese nationalism, and mostly focuses on the theoretical concern of 
the present study, which is based on the theories of imagined community (Anderson 
1991) and banal nationalism (Billig 1995). The third chapter is about the 
methodological concern~depth hermeneutical approach (Thompson 1990)， 
particularly the discursive and institutional analysis. Chapter four discusses the 
major themes depicting the relationship between the individual Chinese immigrant 
with the host society, home country, and the overseas ethnic community, which have 
been represented by the documentary. Chapter five focuses on the analysis of 
discursive strategies used by the production team to convey the meanings of national 
identity. Chapter six also analyzes the production process, and mainly concerns 
about the media institution and the interaction within and outside it, to examine how 




The present study focuses on the work of media in the construction of national 
consciousness and national identity, particularly concerning the immigrants and 
diaspora, by examining a case of a series documentary about overseas Chinese 
produced by Phoenix TV—a Chinese language regional television network. In the rest 
of this chapter, I shall briefly discuss the related concepts and theories about national 
consciousness, media, and immigrant/diaspora groups. 
2.1 Imagined Community and Banal Nationalism 
The relationship between media and national consciousness has been discussed for 
long, and imagined community is a starting point for the present study. Imagined 
community is conceptualized by Anderson (1983), as he defines the nation as "an 
imagined political c o m m u n i t y a n d imagined as both inherently limited and 
sovereign" (Anderson 1991，6). 
As Anderson puts it, a nation "is imagined because the members of even the smallest 
nation will never know most of their fellow-members, meet them, or even hear of 
them, yet in the minds of each lives the image of their communion" (Anderson 1991， 
6). It is imagined as limited, because all nations, whatever sizes they are, have 
boundaries. It is imagined as sovereign, because it originated from Enlightenment and 
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Revolution, which destroyed the "divinely-ordained, hierarchical dynastic realm" (7), 
with the rise of sovereign state. More importantly in this concept, it is imagined as a 
community. This is because a nation is always considered as a "deep, horizontal 
comradeship" (7)，despite in reality the unequal and exploitative relationship 
dominates it. 
Anderson (1991) examines imagined community in a historical approach. With a 
European perspective, he examined the origin of national sentiments, national identity 
and nationalism, dating back to the period of 18出 to 19^ century and even earlier, 
where there was a tide of nation-states movement in Europe accompanied by the 
decline of religious authority. He points out that the origin of national consciousness 
came from the development and "interaction between a system of production and 
productive relations (capitalism), a technology of communications (print), and the 
fatality of human linguistic diversity" (42-43)，giving rise to a newly imagined 
national communities. Along with the declining of Latin and the development of 
vernaculars and printing technology during that period, capitalism plays a key role in 
"creating mechanical reproduced print-languages capable of dissemination through 
the market" (44). It is the printed language that became the basis for national 
consciousness in three ways. First, between Latin and vernaculars, print-language 
created "unified fields of exchange and communication" (44) in the form of mass 
printed papers. During the process, people gradually recognized that millions of 
people and only these people were living in this particular area and using this 
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language, thus the sense of belonging. In this way，people who read the same print 
language were connected through the printed matters, by reading the same content 
simultaneously, which is the "embryo of the nationally imagined community" (44). 
Second, print capitalism fixated the language, and thus visualized the idea of nation 
by the mass distribution of printed materials. Third, print-capitalism created 
"languages-of-power" (45). The vernaculars which were closer to the printed 
language could become dominant. In sum, the collaboration of capitalism and 
printing (print-capitalism) has brought about an imagined community in a new form. 
National consciousness and nationalism then spread to other parts of the world. In 
America, the hostility of the colonial elite to the mother countries in Europe has 
caused the rise of national consciousness (Anderson 1991). 
Imagined community is formulated with the accumulation of symbolic power by the 
new communication techniques (printed media), and through the assembling of 
symbolic and ritual forms related to specific territory and some administrative forces 
(Anderson 1991). The construction of nationalism, according to Anderson (1991)， 
requires the printing form to transmit across time and space, making the readers able 
to access the printed materials and thus have the sense of a community. 
Billig (1995), as well as and Anderson (1991)，placed printing media at the key 
position in mediating the meanings of nation, and reinforcing the spatial construction 
of the nation. Billig has proposed a naturalizing theory of nationalism. He notes 
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that national identity is imposed through people and made as natural to be 
remembered (1995). For Billig (1995), nation is banal in the sense that its meanings 
are situated in everyday practice through different symbolic forms. It is imagined as 
a history of particularity, as well as a place一homeland, a territory with border, 
separated with other lands. 
As its major concern is politics, Anderson did not describe in details how printing 
media connect people and create the sense of nation (Thompson 1995). Billig (1995) 
points out that while Anderson is right in emphasizing the contribution of printing 
media in reproducing the sense of belonging to a national community, he only sees it 
as a perception of similarity among members within a specific territorial boundary of 
a nation. Billig (1995) finds that the sense of nationality and belonging are directly 
operated through mediated messages, particularly, by the use of words in a routine 
way, taking nations for granted. It marks national identity and the associated 
meanings as "ours", using small words to remind the homeland. This is a kind of 
flagging (Billig 1995), and a particular location for flagging is in the daily use of mass 
media, in which the meaning of homeland is embedded by using those small words 
and expressions. 
Nowadays, electronic media accelerated the trend and the speed of the shifting of 
time/space relationship, creating a scene of simultaneous viewing of the particular 
event in different places (Thompson, 1995). Particularly, television and cinema 
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become essential parts in the construction of the meanings of the nation. They 
transform the abstract and indirectly experienced concept~the nation一into 
substantial existence, which can be experienced by the audience. Television does 
not only exist to represent those nation-bound events, but also to construct such events, 
which could also involve the audience in such construction activities (Dayan and Katz, 
1988). The present study will develop the ideas of imagined community and banal 
nationalism in the contexts of contemporary Chinese society. Although the original 
ideas of imagined community and banal nationalism focus on the feelings of the 
readers (the reception side), this study will investigate the formation of such feelings 
by media production—how the media try to construct the feeling connection and 
belonging. 
On media representation of nation and related themes, there are a variety of studies in 
different countries. In a case of Canada, West (2002) examines two television 
products: the Heritage Minutes and the CBC documentary Canada: a People 's 
History, through the collective memory approach. While aiming at strengthen the 
sense of history, collective memories and the national identity of Canadians, the 
producers tried to avoid making their programs look like propaganda, especially in 
such a country that is still in conflict with the separatists. In order to do so, they 
employed the journalistic perspective of representation, instead of perspective of 
historians, along with the strategy of dramatic story-telling, to engage the audience 
who usually feel that the historical documentaries are quite boring. In addition, they 
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emphasize the multiple perspectives in the past and the cultural diversity in the 
country, considering the differences of English-speaking and French-speaking 
population, as well as the geographical differences. However, all these efforts 
contribute to, and are still under the larger narrative of "story of Canada", as the past 
events are framed as contributing to the present nation-state. In other words, the 
programs use the vernacular to serve the official aims. 
In India, Asthana (2003) examines the articulation of the national and global, as new 
forms of patriotism, with selected music videos. The study reveals how the 
representations of the national and the global produce the new meanings of patriotism. 
The visual is considered as the site of articulation of the discourse of nationalism, 
globalization, and consumerism to generate patriotic meanings. Through the analysis 
of the music videos, some distinctive features have been found that mark the different 
facets of patriotism. For example, it is represented with global metaphors and symbols, 
giving nationalism a cosmopolitan sense. The cosmopolitan settings become the sites 
for articulating the state, the middle-class, and the diaspora, producing different 
nationalistic forms. The nation-state is always presented through symbolic forms 
like flags, army, etc. Those features have deep roots in the earlier and contemporary 
discourse (Asthana 2003). 
The above studies have pointed out the importance of media texts conveying the 
meanings of nation. However, these studies were mainly discussing about the media 
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production operated within the boundary of nation-state (the territorial boundary). 
The present study will attempt to consider the meanings of a nation through media 
representation of diaspora and immigrants~those people outside the territorial 
boundary or sovereign of a nation-state. It has two kinds of boundary 
crossing—migration and transnational media production, when people and media 
production become more flexible and always in flow. 
2.2 Representation of immigration and transnational media production 
The flow of media images and people across national boundaries brings about the 
concern of national identity in transnational context. A nation is not necessarily 
territorially bound to a nation-state, with the wide spread of communication media 
and the migration of people across national boundaries, and it is not a monolithic and 
unified concept (Barker 2003, Rosie et al 2006). Most of the studies on the 
relationship between media and immigrant focus how on the media products from 
home are received by the diaspora and immigrant people. 
Sun (2002) examines the Chinese domestic TV dramas about life of Chinese people in 
Western countries. Its major inquiry involves the construction of the desire of 
modernity through the visual representation of the New World, and the discourse of 
"Chinese in the New World". It provides an assumption for the present study about 
Chinese audience and their viewing of the overseas Chinese communities in media. 
That is, they do have the desire of mobility and a higher modernity of the outside, 
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particularly, Western world. 
The present study, on the other hand, mainly focuses on television documentary, 
instead of fictional TV drama, and it does not only include the lives of Chinese people 
in Western countries, especially successful businessman and overseas students, but 
Chinese people from all walks of life all over the world as well. Because of the 
difference in genres, it is expected to generate different perceptions when viewed by 
the audience. In addition, Sun's (2002) study put emphasis on the reception side, 
while the present study will look at the process of meaning production, and thus, the 
connection of media institution and the texts it produces. 
The past studies on diaspora/immigrants (or transnational groups) and media are 
mostly from the perspective of diaspora audience. Instead of the home production 
and diasporic reception, in the present study, the diasporic and immigrant groups are 
mediated for the home reception, and the production has crossed the national 
boundary. The study needs to examine the process of production of the particular 
program with the practices within and outside the media institution. 
The cultural-linguistic regionalization (Strauhbaar, 2002) of media flow does not deny 
the structure of the media production on national level (Strauhbaar, 2002). For 
television, the structural factors, such as the technology, economy, and politics, can 
facilitate the social and cultural practices and meanings as well as constrain them. 
16 
Politically, nation-states is still acting as the major structure of media markets, 
contents, rules and so on (Strauhbaar, 2002). This is why the past studies tried to 
find out how Phoenix TV could successfully get access to the Mainland Chinese 
market and its interaction with Chinese government, although this access is quite 
limited. As noted by Straubhaar (2001)，in his study of TV Globo and Televisa 
(both belonging to Sky, based in Brazil and Mexico respectively), those regional 
televisions are more influential in their home markets. He points out that a major 
limit for regional and global impact of media and culture is the issue of identity, 
which is still more or less linked with specific language, territories, ethnicity and the 
power of nation-state. The power of state control and national broadcasting system 
has explained why there is a strong sense of national identity in the two countries, as 
structural constrains (Straubhaar 2001). 
On the relationship between the state and cultural-linguistic regional television, Curtin 
(2005) has categorized three levels of the factors shaped the development of satellite 
TV in China. First, it is on the infrastructural level, including governmental regulation 
and the market forces (171). Particularly, he points out the reason for Murdoch to 
try to please the Chinese government to get the landing right, which is in the hand of 
the official. The marketing strategy for Phoenix is quite important, as advertising on 
local publications is forbidden, they organized a lot of events to get media coverage 
and establish its influence in PRC Chinese market. Secondly, on the political level, 
it makes use of the discrepancy in the media policy in central and local government 
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(e.g. the local government does not exactly execute the central government policy). 
According to Curtin, the global capital in China can either be "exploitative force" 
(172), or acts as "productive force" (172) to develop and reinforce the national media 
system. Phoenix to a large extent has the latter impact, by disregarding the possibility 
for satellite TV to democratize or enlighten Chinese. Thirdly, on the textual level, 
Phoenix has established its own brand among the major target audience. It has a 
special position in the Chinese media landscape. As for its audience in China, it can 
present itself as an alternative source, coming from other places outside the 
state-controlled media system with its headquarter in Hong Kong, and at the same 
time it could also be presented as a spokesman for "global Chinese", emphasizing its 
global concern and perspective, articulating the meanings of Chinese. In conclusion, 
Curtin finds that the media imaginary is a result from the competing institutions for 
control and power, which is a complex process (2005). Curtin's analysis has offered 
the present study guidance for examining the production of Chinese identity in 
documentaries on diaspora by linking such production activity with the different 
levels of dynamics. 
In this study, on media institution and its operation on production, my inquiries will 
mostly focus on its interaction with other related institutions, the production 
procedure, the role of state, as well as the interaction of individual producers with the 
immigrant and diaspora Chinese. 
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2.3 Chinese diaspora, the meanings of being Chinese & Chinese nationalism 
Eng (2002) offers a conceptual framework to examine the construction of 
transnational identity in the contexts of Chinese diasporic community, host country, 
and global migration. According to Eng (2002)，the transnational self is constituted 
by a variety of factors, such as memories, individual and social histories, social 
institutions (e.g. family), and the use of symbolic capital (e.g. popular culture), which 
form the "shared histories, ideologies and culture", adding to the "ethnic community 
capital" (226), and in turn bring about the feeling of belonging to the diaspora 
community, host community and hometown. 
To examine the meanings of transnational Chinese identities, this framework is 
employed in the present study, examining the representation of the diaspora and 
immigrants by Phoenix TV documentaries in the individuals and their narratives, 
focusing on how they talk about their relations to the diasporic community, host 
society, and hometown in the documentary. 
The meaning of "Chinese", "Chineseness", as well as the "Chinese perspective" 
projected by the media, has multi-layered meanings. There are four dimensions 
when talking about Chinese nation, as proposed by Townsend (1996). First, it refers 
to state nationalism. It is the official version of defining the nation. In this sense, 
Chinese nation is composed of all PRC citizens, no matter what ethnic groups they 
belong to. The meaning of nation at this level aims at linking all ethnic groups 
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within the territorial boundary and sovereign of PRC. Second, it means the Han 
ethnicity, the largest ethnic group in China, different from those ethnic minority 
groups. Third, it includes the people of Mainland China, Taiwan, Hong Kong and 
Macau, for which both PRC and ROC (Taiwan) consider as belonging to the same 
nation-state (this dimension, however, has different meanings according to the current 
Taiwan leader). Lastly, it also means Chinese living in other parts of the world but 
still retaining the cultural roots of Chinese. This categorization of course might not 
be very accurate under the current conditions, and the distinction nowadays might not 
be as clear as stated. The last two levels of the meaning of Chinese as a nation has 
sometimes been categorized as the pan-Chinese identity. Pan-Chinese identity is 
always utilized by the state (He and Guo, 2000). First, it is used to handle the 
problems of separatists of the ethnic minorities and the problems with Taiwan. The 
pan-Chinese identity is also used in a genealogical perspective by stressing the 
common ancestor, which is a strategy for the state of PRC to establish connection 
with Hong Kong, Macau and Taiwan. Pan-Chinese identity could also refer to 
Confucianism as the shared cultural value among Chinese people, regardless of the 
ethnicity and political position, broadening the meanings of being Chinese. The 
multi-layered meanings of Chinese identity provide useful analytical tool for this 
study. 
The meaning of being Chinese (on any of the layers) is associated with Chinese 
nationalism. However, nationalism in Chinese context is significantly different from 
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that in Europe, where the term originally raised with the nation-state movement in 
modem times, as discussed by Anderson (1991). Although in China nationalism is 
also connected with modernity (Huang and Lee, 2003), the historical background was 
much more different. It stemmed from the anti-imperialism movement in the late 
19th and early 20th centuries, and the ultimate purpose is to rescue the nation from the 
threat of being colonized by the Western world. 
In addition, patriotism and nationalism became the mainstream discourse advocated 
by the PRC government in 1990s. The media echoed this discourse. It replaced the 
ideology of the Communist Party that has been dominated the political and everyday 
life in China since 1949，and re-establish the image (both to the Chinese people and to 
the outside world) destroyed by the repression of the democratic movement in 1989. 
Particularly, with the rapid pace of China's opening up, the concern of the outside 
world has been more and more important in the nationalistic discourse and the 
Chinese identity. The situations of Chinese migrants and diaspora thus become part 
of it (Huang and Lee 2003). 
According to Anderson (1991), the national sentiment and nationalism originated 
from Europe are associated with the request of freedom of individual and the 
self-determination of a nation, against the universal religious power. For China, 
however, it is the desire of liberating from the colonization of the Western imperialism, 
so that the individualistic meanings are not on the priority. The contextual 
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differences between nationalism in Western and Chinese society should be taken into 
further consideration in this study. 
2.4 Documentary and National Identity 
Nichols (2001) studied national identity in documentary films. Although his focus is 
mostly on documentary films, it is applicable to television documentaries. The 
construction of nationality and nationalism is closely related to the government in 
power and "the interests of dispossessed" (Nichols 2001, 141). 
According to Nichols (2001)，national identity construction involves the construction 
of sense of community (141)，which is to stimulate the feeling of shared interest and 
"reciprocal relationships closer to family ties than contractual obligations" (141-142). 
For the sense of community, the most important things are shared beliefs and values, 
which make it organically bond people together. He suggests that such seemingly 
natural sense of community is actually the work of ideology, which provides certain 
stories and images which can "promote one set of values over others" (142). 
Therefore, documentary film and video could provide expressions visible or sensible, 
which are about certain values and beliefs contributing to the construction of certain 
sense of belonging—to a community or so, at specific social context. 
Nichols (2001) gives examples about how the documentary films in Soviet Union 
served to ignite revolutionary aspirations and nation building after 1917 revolution. 
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Other examples include the documentary films helped to change the public opinions 
towards the interests of the government and policy makers in World War II，by 
stressing a sense of community based on nationality. The construction of national 
identity and sense of community involves the joint forces of government policies and 
the stimulation of individual aspiration. Consensus is the key word of the national 
identity construction. 
"Constructing consensus along the lines of national identity, be it in affirmation of or 
in opposition to established governments, played a defining role in the first few 
decades of documentary" (Nichols 2001, 150). 
In his opinion, communities do not necessarily coincide with nation-states, so the 
differences must be considered, such as the difference between subcultures from 
mainstream culture, the minorities from the majority. In his approach, two kinds of 
community should be concerned by the documentary filmmaker. First, it is the 
communities of descent, which means the inherited ethnic identities, even though they 
might be in exile or diaspora. The second one is called community in consent, 
meaning collective identities that have been actively chosen~to "adopt and defend 
the practices and values of a given group" (Nichols 2001，151). These two kinds of 
communities have emphasized both the cultural and political identification to a nation, 
and they play different roles under different situations. 
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2.5 Constructing an Imagined Global Chinese Community 
Imagined community (Anderson 1991) and banal nationalism (Billig 1995) have 
offered approaches to link nationalism and national identity with mass media. As 
has been discussed before, in the present world, the sense of belonging is not 
constrained within a specific territory (i.e. the territorial boundary and sovereign of a 
particular nation-state). The development of electronic media has also changed 
people's perception of time and space, making it easier for simultaneous reception in 
different places. Media also make the connection between people in home country 
and diaspora communities closer and tighter. 
Just like Anderson, Thompson (1995)，from the perspective of sociology of media, 
points out that the two process一the formation of modem nation-states and the 
symbolic construction of national identity~are connected. Nationalism, that 
channels national identity "into explicit pursuit of political objectives", was "closely 
linked to the development of new means of communication which enabled symbols 
and ideas to be expressed and diffused in a common language" (51). The emergence 
of media industries provided "new basis of symbolic power" (52-53), and the state is 
trying to make use of and control at the same time. 
However, Thompson (1995) finds that Anderson did not point out the work of 
(printing) media in the formation of nation as an imagined community in details 
(1991). In his work on media and modernity, Thompson (1995) has placed media 
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communication at the core of the modem social transformation. According to him, 
the transformation of modem society brought about by the global spread of capitalism 
is tightly connected to the development of new communication forms. The 
widespread of mediated communication has changed the time-space relation, and 
altered the ways of social interaction. 
This has led to the discussion of the three types of social interaction (Thompson 1995). 
The co-existence of three types of social interaction (face-to-face, mediated, and 
mediated quasi-interaction) brought about complex scenes in the modem society, with 
the advancement of media. Particularly for the media, contexts of production and 
reception are separated due to the disconnected time and space. Production occurs in 
its own context, and reorients the practices toward the imagined (expected) recipients 
in their contexts of reception (Thompson 1995). Despite the present study mainly 
concerns the production of identity, it is important to consider the interaction between 
the production and the expected reception in their different contexts, and to find out 
the reasons for the ways of symbolic forms used in representation of certain people 
and themes in the programs. 
As has been noted before, the meaning of nation is not within the territorial boundary 
and sovereign of a nation-state, considering the large transnational migrant population. 
Meanwhile, the intensified transnational flow of media products (particularly the 
electronic media) has penetrated those boundaries. Appadurai (1996) has developed 
2 5 
Anderson's imagined community into the context of transnational flow of people and 
media, to discuss diasporic public sphere, which is beyond the scope of this study. 
He examines the production of identity in the collaboration of transnational flow of 
people and electronic media, emphasizing the work of imagination in such processes. 
Imagination, according to him, is working collectively, entering into ordinary life, and 
connecting the experiences of diaspora and home. Media, particularly electronic 
media, are playing crucial role in the working of imagination about self and the world. 
The accelerating cross-boundary flow of people and media images intensified the 
complexity and instability of the meaning production and the construction of identity 
(Appadurai 1996). 
Media and migration as interconnected themes in transnational flow are central to the 
production of identity, concerning the complex relationship between media 
institutions, representations and immigrant lives (Shome and Hegde, 2002). The 
diasporic figure, according to Shome and Hegde (2002), symbolizes the meaning of 
mobility. Unlike the previous discussions, the present study does not examine the 
diasporic reception, but from the opposite direction, in which the diaspora and 
immigrants are mediated for the home audience, from a production perspective. It is 
still worth examining how the imagination is carried out by the media (as a 
transborder television network, in this case) through representation of people in flow, 
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Figure 1 has shown the two opposite directions of media flow that makes the 
differences between previous studies about media and diaspora and that of the present 
study. 
Although in the age of globalization the identity is no longer having a stable core 
based on places (nations), still, identity is practiced with a sense of essence, around 
which the self is organized (Shome and Hegde 2002). Nation and state are linked in 
new ways in globalization. Therefore, it is improper to say that nation-state has in 
decline of power (Shome and Hegde 2002). According to Appadurai (2000), in the 
world of transnational flows, there are still relatively stable structures, and 
nation-state is one of them and the most important one. Nation and state, in a 
"disjunctive relationship" (Appadurai, 1996, 39), seek for each other to reinforce 
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ideas about nation and state power respectively (Appadurai 1996). Nowadays it is 
characterized with the population flow, and national politics with transnational 
characteristics, etc (Appadurai, 2000). The meanings of nation and national identity 
have more transnational features. 
2.6 Research Questions 
With the concern of media, diaspora/immigration, and the production of national 
identity, the present study has three major concerns. 
First, how did the documentary depict Chinese immigrants and their connection to the 
host society, ethnic community and home? 
This question concerns about the expression and mediation of identity in the 
documentary text. It is expected to find out how the television texts can convey the 
meanings of being Chinese in the historical and contemporary contexts of 
transnational flow of people. Therefore, it focuses on how those overseas Chinese 
people maintain their identities, their relationship with host society, diasporic 
community, and home, which can be found in their narratives. It attempts to find out 
how the individual in transnational flow maintains the relationship with the three 
social realities (Figure 2). As the documentary is based on the story of particular 
individuals, the study will thus look at the three types of belonging that the individual 
has to maintain in their daily lives, represented by the documentary. The analysis of 
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media texts aims at providing textual basis for further exploration of how the media 
produce such meanings. 
Second, what are the discursive strategies and tactics taken by Phoenix TV to 
construct the meanings of being Chinese in the historical and contemporary contexts 
of transnational flow? What does it mean by being Chinese in Phoenix TV's concept? 
With this question, the study continues the inquiry for the ways of transborder 
regional media like Phoenix TV to convey the meaning about nation and national 
identity on the discursive level. The documentary texts have been selected and 
re-organized following certain conventions, rules, and the orientation of the program 
and media. With the texts being analyzed, it further explores the perspective of the 
media institution through the discursive practices. 
Third, how are the expressed meanings in the documentary connected to the 
production context? How can Phoenix TV realize its claim of connecting global 
Chinese in the program? In general, through this case, how do the media with 
transnational capital (and regional transborder reception) interact with the central 
nation-state of the cultural-linguistic market, and the diaspora and immigrant 
community of that nation in production of programs? 
This last group of questions examines the interaction between the institutions of 
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media, politics, and the immigrant communities. As media operated in a specific 
cultural-linguistic region, while mainly targeting the audience of a central nation-state 
of this region, the practices of its program production are subjected to the media 
policy and other social forces in this nation-state. It concerns about how the 
interaction of the producers, the diaspora and immigrant communities, and the 





Host society Home 
(Figure 2) 
In sum, to construct an imagined community of global Chinese, there are two major 
concerns. One is the media (television). Media represents Chineseness through the 
history and contemporary realities of immigrants and diaspora, and the connection to 
both home and host country, and the practices of production that connect the overseas 
Chinese, domestic audience and producers together. Another concern is the 
institution—the structural tensions that lead to the current media products (images) in 
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a cultural-linguistic market. 
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3.1 Methodological Concern 
The methodological concern of the present study is based on Thompson's (1990) 
depth hermeneutical approach in the analysis of symbolic forms. So first of all, I shall 
briefly introduce this approach and see how it can be applied in the present study. 
According to Thompson (1990), media products can be considered as symbolic forms, 
just like everyday interaction, and depth hermeneutics analyzes a "meaningful 
symbolic construction" (272). Through interview, participated observation and other 
ethnographic methods, it could have the ideas about the interpretation and 
understanding of symbolic forms in different social contexts. In Thompson's depth 
hermeneutics and his theoretical construction of mass communication, the daily 
interaction (conversation) and mediated communication have both been considered as 
the production and reception of symbolic forms. Therefore, what the researcher is 
going to do is interpretation within the social-historical context of the media 
products一both the media texts and institution. 
There are three phases in depth hermeneutics, each of which has different methods. 
Symbolic forms are embedded in social-historical contexts, with five basic aspects to 
be analyzed. First, it is the spatial-temporal setting, about the social and historical 
conditions in which the symbolic forms are produced and received. The second one is 
the field of interaction, including symbolic and other social capitals, the conventions, 
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and more flexible "schemata"一the practical knowledge in everyday activities. The 
third one is social institutions, with relatively stable rules and social relations. The 
particular media institution and the interaction with other social institutions become 
the focus of analysis. The fourth one is social structure. The analysis is focusing 
on the stabilized asymmetrical relations and differences (282-284). The last one is the 
mediating technology. 
The second phase is called formal or discursive analysis, concentrating on the inner 
structure and organization of symbolic forms, including semiotics, conversation, and 
narrative analysis and so on. It particularly concerns the strategic use of language 
under certain circumstances. Formal or discursive analysis should always be 
conducted within specific social-historical context of symbolic forms. 
The last phase is called interpretation/re-interpretation, which requires the researcher 
to involve creatively constructing the meanings. It is a comprehensive analysis 
based on the previous two phases, requires a creative interpretation of the meanings of 
symbolic forms situated in social-historical contexts, and how the meanings serve the 
existing power relationship. 
For the study of mass communication, Thompson (1990) has proposed a tripartite 
approach based on the three phases of analyzing symbolic forms. They are production 
and transmission, construction, reception and appropriation (307). For the present 
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study, it mainly focuses on the production and construction~the analysis of the 
institution and the media texts, respectively (Thompson, 1990). 
In the study of production and transmission, media institution can be analyzed with its 
social-historical context. Thompson has listed several methods and approaches 
(1990)，including the study of the characteristics of institutions producing media 
messages for potential reception, the ownership and control of particular media 
institution, interaction between media and other institutions, the role of state, and the 
daily routinized procedures of production. He also suggests a more interpretive 
approach, which involves interaction with the individuals in the media institution, and 
to investigate how those individuals understand their activities of production, with the 
concern of the reception. For the study of construction of media message, it 
generally consists of the formal and discursive analysis (Thompson 1990). 
Based on such methodological concern, the present study will see the whole process 
of production of the documentary Chinatownthe television texts and the interaction 
with the production team—as symbolic forms situated in certain social-historical 
contexts. Therefore, it will combine the study of production and construction. 
3.2 The analysis of television texts 
The objective for the present study is the documentary series Chinatown, produced by 
Phoenix team specializing in documentary and features programs. The analysis will 
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focus on the use of identity labels in conversation and narrative, the sequence of 
narrative, and the visual elements, etc. 
Chinatown series contains 100 episodes broadcast weekly on Phoenix TV's Chinese 
Channel, European Channel and American Channel during 2003 and 2004. Thirty 
episodes out of the 100 have been selected for further analysis after all of them have 
been viewed. These 30 episodes were selected for their coverage of the stories of 
Chinese diaspora and immigrant group in North America, East and Southeast Asia, 
Australia, and Europe, including people from all walks of life. Meanwhile, it also 
takes historical factors into consideration, so the stories about Chinese immigrants 
who had been under the impact of historical events (e.g. WWII, Chinese Exclusion in 
60s and 70s in Southeast Asia) were selected. With such historical concern, those 
episodes about the history of Chinese immigrants in a particular country were also 
selected. 
The textual analysis is conducted with the following questions in mind: What identity 
labels are used when people talk about the experiences overseas in the conversations 
and narratives in the documentary? Under what conditions did people use those 
specific labels and ways of expression? How do people describe their relations to 
ethnic community, host society, and hometown? 
The analysis of the documentary texts was conducted in the following way. The 
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scripts of each selected episode were copied, and the analysis consists of three parts. 
First, I analyzed the voice over, which provides general information about a specific 
host country where the story of the Chinese immigrant(s) happens, the overall 
condition of Chinese in that country, and some commentaries that shows the opinion 
of the producer. 
Second, I focused on the in terviewthe narrative of protagonist, on what he or she 
says when facing the camera, responding to the questions asked by the producers, in 
front of the audience. This part includes their talk about memories related to 
immigration and adaptation to another country, detailed description of relevant past 
experiences, commentaries of such experiences, as well as the description of what 
happens currently. 
Third, I looked at the scenes in which the protagonist interacts with people 
representing host society, ethnic community and home, and the synchronous sound. 
It is the scene of an ongoing story, in which the camera acts as a follower and observer. 
The analysis will thus focus on the dialogues and other ways of interaction which 
have been synchronously recorded by the camera and broadcast. 
The analysis of the documentary texts results in summarized major themes related to 
Chinese immigrant and diasporic/immigrant identity expression. It does not only 
illustrate how the immigrant and diasporic Chinese identities are expressed and 
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represented, but will also provide basis for the analysis of the production process. 
3.3 Production Analysis 
Media production is under specific social-historical conditions. As suggested by 
Thompson (1990), the study of production of symbolic forms (e.g. mass 
communication), the present study pays special attention to the interpretation of the 
interaction within the media institution, and the interaction between the individual 
producers and the researcher. The present study has the following concerns related 
to a specific media institution一Phoenix TV, a joint-venture of transnational media 
corporation and Chinese enterprises, having transborder reception in a 
cultural-linguistic region with China as its center. 
First, the study tries to illustrate the way the characteristics of such a media institution 
shape the production of specific programs, such as its orientation and the audience 
they suppose to provide the program with. Second, I will examine the internal 
structure of the media institution that organizes the production process, and the daily 
procedures involved. Third, it will look at the media institution and its interaction 
with other institutions in order to carry on the production. Also, it attempts to 
understand through the talk of the individual producers about their ideas of the 
meaning production practices. 
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For the present study, the purpose of the production analysis is to get to know the 
rationale behind the documentary production. It will be conducted through 
participated observation, interview with the producers and the directors of the 
documentary programs Chinatown in Phoenix TV. 
Participated observation 
Participated observation was conducted during April and May 2007, at Phoenix's 
Hong Kong main office. I choose Hong Kong as the site of observation, because 
even though the specific documentary program Chinatown is produced by Shenzhen 
office, the topic selection and planning, and the controlling of everyday operation of 
Phoenix's features program occur in Hong Kong. During my participated 
observation, I attended the weekly editorial meeting, in which producers from 
different programs talk about what they have done in the past week, and propose new 
topics for future production. The chief producer of features would comment on the 
programs they made, and discuss all the proposed topics with other producers. After 
that, the topics would be allocated to specific producers and groups, including 
Shenzhen and Beijing office. During the participated observation, I also learned 
about the whole process of features program production in Phoenix TV. 
In-depth interview 
Interviews were carried out mainly in Phoenix's Shenzhen office, at the production 
site where most of the documentary producers are working. Some interviews were 
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also done in Hong Kong, Beijing and Xiamen, in the form of face-to-face 
conversation and telephone interview. 
Two producers participated in the documentary shooting (S and Q), the chief producer 
of features program at Phoenix TV Hong Kong office (H), a chief documentary 
producer in Beijing (W), and a professor of Xiamen University in southeast Fujian 
Province specialized in immigrant studies (Z) were invited to the interview. 
For the producers of Chinatown，I asked about their previous experiences before they 
come to Phoenix or started to shoot documentary, and the how they started with 
Chinatown. I asked them to recall their experiences as detailed as possible about the 
whole process of documentary shooting for a specific episode, and how they 
interacted with the person they choose as protagonist. I was interested in how they 
selected the protagonists and organized the stories. For the chief producer H and W, 
I asked questions about the reason for Phoenix TV to launch a two-year documentary 
shooting project about overseas Chinese, and how the planning was like. For the 
professor, as he was selected as the chief consultant of Chinatown, I asked him about 
his ideas of what this program should look like, and how he cooperated with the 
production team of Phoenix TV in programming making. For all of them, I asked 
questions about their ideas of the characteristics of Phoenix TV in producing 
programs about overseas Chinese. Interviews were also followed by several rounds 
of email correspondence, in order to confirm the details and facts they have said. 
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Document and Publications analysis 
The study also used documents as supplementary resources, as Phoenix TV has 
published series of books about the journalists, the TV productions, or about their 
history. Chinatown also published books, based on its scripts and scenes, and the 
stories covered in the series. These could be treated as secondary source as they will 
reflect some of the production experiences. Several publications about Phoenix TV 
were selected for review, in which the production of Chinatown is covered. 
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Chapter 4 
Themes of Being Chinese in Documentary Texts 
From the analysis of documentary texts of Chinatown, there are some distinctive 
themes representing the identities of immigrant and diaspora Chinese in the 
transnational settings. As has been shown in the documentary, in their immigration 
and adaptation experiences, the Chinese immigrants and diaspora are making efforts 
to maintain three senses of belonging—to host society (the country outside one's 
homeland where the individual is living), homeland, and diasporic community of 
Chinese. The first sense of belonging is related to their social identities (occupation 
and social status) in the host societies~the connection with the society they are living. 
The second sense of belonging is related to their cultural origin and the connection to 
homeland. The third sense of belonging is related to the maintenance of being part of 
host society and their Chinese roots~connection to the diasporic community. These 
three realities can cause conflict, but can also coexist well, as has been held in the 
documentary stories. 
These themes are based on the selection of stories, as well as the narratives of the 
protagonists. The outcome of the documentary product is a projection of the meaning 
of Chinese by Phoenix TV as a media institution. 
4.1 Host society 
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For the Chinese individual or family and their belonging to the host society, three 
major themes exist in the narratives. 
Political involvement and activities of citizenship 
First, the immigration and adaptation experience of overseas Chinese in the host 
society is represented with their struggle for equal rights and other activities of 
citizenship, and the efforts of being accepted by the mainstream society, by 
participating in politics. This theme is always salient and significant particularly in 
response to the conventional idea that Chinese immigrants are not interested in 
politics of their host countries. For example, in the opening episode Vancouver: the 
Autumn Election, a Hong Kong immigrant Chow in Vancouver participating in the 
city council election, was taking election campaign. He takes it as an opportunity to 
prevent the potential harm to Chinatown caused by the proposed project of building a 
drug injection house by the ruling party. Although in this episode people were 
talking about the political indifference of Chinese people, this election was quite 
different. The following interview is from a friend of Chow in the episode. It 
expresses the will of Chinese immigrants to fight against other political parties in the 
city for supporting the policies that will cause harm to the Chinatown residents. 
"George (Chow) has done a lot to our Chinatown, so we 'II try our best to 
support him, and to help make Chinatown better and better. There are a lot 
of drug dealers in our neighborhood. So we need some help. We need a 
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person to make our voice heard. ” {Vancouver, election in autumn) 
At the same time, three other Chinese candidates are taking part in the election, 
representing different parties in Canada and having different attitudes toward this 
issue, and caught the attention of English mainstream media. Although at last Chow 
did not win, from this episode, it could be noted that through the election campaign, 
he has already calls public attention to the serious problem. This is interpreted as 
quite a significant step of Chinese immigrants into the host society politically, 
protecting the interests of the diasporic Chinese community, as has been mentioned 
both by the voice-over and the interview of protagonists in the program {Vancouver: 
the Autumn Election). 
In two consecutive episodes about the history of Chinese immigrants in Canada, the 
process of Chinese people gradually getting accepted by the host society and their 
contribution to Canada has become the major storyline. In a birthday party of a 
Chinese veteran for Canadian military force during the WWII, he expressed how 
Chinese are making contribution to Canada, generation after generation (From Hell to 
Heaven). 
The program also selected some official voices from the host country to affirm the 
contribution of Chinese. For example, the Canadian Minister of Defense says in the 
interview, "They (Chinese) fit in very well with Canadians. Chinese community is 
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quite strong...doing very well." A Parliament member, who is ethnic Chinese, says, 
"Our prime minister is very proud, as again, it is a Chinese who accompanied him to 
visit China..." Such direct expressions of praise are very rare throughout the whole 
series, but it provided another perspective in the construction of positive image of 
Chinese immigrants. Through the words of the leaders and officials of the host 
country, the active involvement and contribution of Chinese to the society of host 
country have been affirmed. 
From the narratives of many Chinese immigrants in the documentary, the words such 
as "struggle", "equal rights", "our rights", "entering mainstream society" and 
"interests of Chinese" frequently appear. The protagonists are shown to be very 
proud to talk about their efforts in struggling for equal rights of Chinese people 
overseas, on every single step they made, attributing the success to the good qualities 
of Chinese people, their persistence, bravery and endurance in the whole process. 
The theme of political participation is also represented in the scenes of demonstration 
of the immigrant Chinese, showing the Chinese immigrants are actively involved in 
struggling for their rights and protecting their interests, negotiating with the host 
society. Examples can be found in an episode depicting the New York street artists 
protesting against the act of privatization of certain areas of the street where they used 
to perform their arts. Many Chinese artists were involved, as most of the street artists 
are Chinese. The organization, preparation, and part of the process were all recorded 
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and broadcast in this episode. 
Bridging the gap between Chinese immigrants and host society 
The documentary also represents the people who show the willingness of Chinese 
immigrants to bridge gap between the ethnic group and host society. In the stories 
depicted by the documentary, the improvement of such relationship in a certain host 
country is mainly attributed to the efforts made by Chinese. For example, in the 
episode titled "Stories of Sydney Chinatown", one of the protagonists, King Fong, a 
volunteer tour guide in Sydney Chinatown, explained the history of Chinese 
immigrants to Westerners, in order to achieve more mutual understanding between 
different ethnic groups and to eliminate stereotypes. In his interview, he also explains 
his tolerance and forgiveness to the local people who have treated them badly in 
history. 
"(In English) [For the past] I don't want to complain. (In Chinese) No 
matter in what country, you should live with the environment. Every country 
has its unique culture and regulations, and you have to put up with it. ” 
(Stones of Sydney Chinatown) 
This kind of expression is very common throughout the whole series. It conveys the 
idea that Chinese people are always willing to forgive others instead of remembering 
the hatred, and to bring about a brighter future by making efforts in enhancing mutual 
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understanding. 
In the episode The War of Ban Zhongyi, Ban, a former Chinese student in Japan, has 
stressed the issue of "comfort women" (or more exactly, as pointed out by Ban, sexual 
slaves) for Japanese army during the WWII, in which hundreds of thousand of 
Chinese women are victims. Ban works for a charity organization in Japan and 
wrote books in Japanese about the Chinese women sexual servant during the 
Sino-Japanese War in WWII. His effort to communicate with the Japanese society, to 
record everything he heard from the Japanese veteran who had been to the Chinese 
battlefield, and to hold lectures in universities to let young people know about history 
they have never heard about, have all been presented in the episode. Although those 
victims, old and sick nowadays, have not yet got true verdict in Japanese court, Ban's 
effort can be found in many aspects in his host country, illustrated by the increasing 
concern and amount of donation from Japanese people. This episode also depicts his 
attempt to influence politicians of the new generation. 
Another example is the episode “After the Storm”. It depicted how Chinese 
immigrants make effort in recovering from the disastrous Chinese Exclusion riot in 
1998，during the Asian Financial Crisis. Stories focus on Chinese actively engaging 
in the activities of bridging the ethnic gaps in their host country Indonesia after the 
disaster. The production team chose to interview Huang, a Chinese businessman 
converted to Islam, who tried to reduce misunderstanding of Chinese by Indonesians 
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through religious approach. 
'7 always lecture at universities about Chinese converted to Islam, about 
their activities and business, etc, letting people know that there are indeed 
Chinese who believe Islam, and we are good people, as both Chinese and 
Islam... When the Indonesians get to know that, they may stop discriminating 
against Chinese, as they used to think that Chinese people hate Islam."” 
(After a Storm) 
Expressions like this have illustrated the wakening idea of citizenship among Chinese 
immigrants, and they are very active in the affairs of the host country. They have 
made efforts to get more understanding from the host society. They are now able to 
protect their own interests by participating in politics, or following the regular 
practices of the host country to seek for the interests they deserve as citizens. 
Individual and familial struggling against adverse external environment for better 
living 
The relationship between immigrants and host society is also represented through 
their individual and familial hard work for survive or for getting permanent residency, 
and thus get success by their definition. Stories describe the suffering those people 
endured, especially the hostile and adverse environment toward Chinese immigrants 
in some host countries (e.g. Chinese Exclusion riot in Southeast Asian countries), and 
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the difficulties for Chinese immigrants to get decent jobs in the host country. 
Several episodes about Chinese immigrants in Southeast Asian countries (Thailand, 
Cambodia, and Indonesia, etc) depict stories happened in the Chinese Exclusion 
movements and riots in the host society, which are serious trauma to those Chinese 
immigrants both in history and in recent years (e.g. 19^ century Canada, 1970s 
Cambodia, and 1998 Indonesia). These episodes are about the experience of 
ordinary individuals and families facing such disasters, showing severe outcomes of 
the hostility of the host people, and the suffering of Chinese immigrants. However, 
it does not tell those stories in an accusative tone. Instead, the focus lies in how 
Chinese people strived to survive and to rebuild their home after the disaster, 
illustrating the expression always said by the protagonist(s), "We Chinese are hard 
working. We gain our wealth by hardworking" {After the Storm, Stories in Phnom 
Penh). 
The stories in the documentary have illustrated that no matter why those Chinese 
immigrants choose to leave the home country, legally or illegally, working to survive 
and for a better future is the main storyline. The expressions in interview such as 
"we Chinese are hardworking and brave", "we can do what the local people are 
reluctant to do" (e.g. Living in Tokyo Kabukicho\ are selected by the producer to 
convey such idea. Particularly, in depicting those immigrants working in certain 
occupations which are not considered decent in the mainstream host society as well as 
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in China, the program does not use any words of judgment. Instead, it emphasizes the 
good qualities of Chinese immigrants taking such jobs. According to the narratives of 
the protagonist and the comments made by his or her acquaintances, they are 
courageous, sincere, and hardworking. As long as one can make a living with the job, 
he or she is considered as successful, and the success can be attributed to the virtue 
possessed by Chinese people, inherited from the culture, which is expressed both 
through the use of voice over and the selected interviews. There is no value judgment 
toward the nature of work, and through the narratives of the protagonists, it attempts 
to convince that this is a way of life, the same as many other jobs, and as long as they 
live well, they are successful. 
For example, the award-winning episode^ Living in Tokyo Kabukicho tells a story 
about a Chinese man Li Xiaomu, a former Ballet performer in China, who “pimped，，* 
at the Kabukicho (歌舞伎田丁）in Tokyo, and published a novel based on his real life. 
The comments by the chief editor of one major Chinese newspaper in Japan were 
quoted in the program saying "He is sincere, and I really admire his courage" {Living 
in Tokyo Kabukicho). Li is praised for being able to maintain the complex relationship 
with both the local police and the gangs, and his devotedness to his business. So what 
the audience can see is the hardworking the individual, the courage of the protagonist 
to choose a career which most Japanese men do not want to do, the ability to survive, 
3 Living in Tokyo Kabukicho won Chinese Documentary Award in 2003, the highest official prize of Chinese 
documentary making 
4 His work is to introduce visitors to see some pornographic performances, but not real "pimp". This word is used 
in the Chinese title of this episode by Phoenix program editor, with the purpose of attracting audience. 
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and the enthusiastic attitude toward life. 
Also, expressions (in interview) are selected as negotiation of social identity by the 
protagonists. As explained by the producers, the documentary protagonists were well 
aware of the reception of mainland Chinese, such a program could be a chance to 
explain their current situation and justify what they are doing. 
"Although I play musical instrument in the metro, I'm still an artist.“ 
"Some people in China look down upon our job. I strongly criticize this 
attitude. You 're living in America. The Americans don 't look down upon you 
for you job [as street artist], then how can you look down upon yourself?“ 
(Wandering in New York Street) 
In the documentary, a more positive image of the lives of the protagonists has been 
established in the production process. In this way, the protagonists could justify what 
they are doing outside their home country, and expect more understanding from the 
home audience. It also shows that they have confidence about their abilities in making 
a living and getting success. 
Hardworking is also associated with the experience of fundamental change before and 
after immigration, and this is made particularly salient in the stories of people from 
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Mainland China. In several stories, the protagonists were artists or musicians in China, 
but when they started new life in Western countries, the life changed dramatically. A 
famous Erhu (two-stringed Chinese violin) musician in China, Zhao, performed in 
New York subway to make a living. A violinist had to work in a Chinese noodle 
restaurant when coming to Sydney. The huge difference and the shift of status became 
a major topic in their talking about their migration experiences. In such cases, these 
people are portrayed as hardworking and optimistic, and are able to adapt to the shift 
of social identity. What have been emphasized by the production team in the 
documentary were their strong determination and the confidence—they can survive 
no matter how difficult it could be. 
From the above analysis, it can be found that despite the difficulties and sometimes 
the extremely adverse conditions in the host country for Chinese immigrants to make 
a living, in the documentary, the Chinese are always portrayed to be tolerate, even the 
host society is not friendly to them. Their endurance, persistence and strong will of 
getting success in the land out of their hometown are interpreted as possessions of 
Chinese people, as the excellent inherited virtue from the rich tradition. 
To conclude this part, in depicting the relationship between the immigrants and the 
host society, the documentary focuses on their active participation in politics and the 
efforts to be accepted by the mainstream society, their attempt to bridge the gap 
between the host society and the ethnic community, and how they worked so hard in 
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an alien land, even when facing extremely difficult situations. Chinese immigrants are 
thus portrayed as active, persistent, and optimistic—in the description of either the 
protagonists themselves or the people in the host society. 
4.2 Homeland 
To represent Chinese immigrants and their sense of belonging to homeland, the 
meanings of home and nation are salient. The meaning of home can be interpreted 
from the expression of the willingness or reluctance of going back home (particularly, 
China). Talking about home is an inevitable topic. 
Home as an imagined destination after success 
In the documentary stories, some people expressed their feeling of being a "loser" in a 
place far away from home, saying that they work very hard with the hope of one day 
earning enough money, and once they had enough money, or got permanent residency, 
which could be considered quite a success by people in their Chinese hometown, they 
would consider going back home. 
"I'll certainly go back to China, to continue my art of music. “ (Zhao, 
Wandering in New York Street) 
The above quotation is representative of many similar cases throughout the whole 
series of Chinatown. Similar expressions have been found in different occasions. The 
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documentary depicts the strong desire of the Chinese immigrants to go back, because 
they were not satisfied with the present living conditions in the host country, and they 
found that the homeland was much better and was a place worthy of longing for. For 
them, as has been illustrated in the documentary, going back home means hope and 
better future. 
One episode of Canadian new immigrants from China can further illustrate this point. 
The episode selected two Chinese couples who migrated to Toronto in the 1990s as 
the protagonists. Although they were vocalist, Peking Opera performer, and scholars 
back in China, they had to start from the beginning. The episode shows that they were 
not leading as good life outside China, but they all determined to stay, because once 
they come back, they tend to be considered as "loser", and cannot fulfill the positive 
imagination and expectation of Chinese (mainlanders) about going abroad. They 
admitted that they considered going abroad as an easy task before, and thought the 
outside world was more or less better than their homeland. 
“I think I was too childish before, [for deciding to go abroad]. Many things 
here do not fit for us. In China, we can be experts, and be respected for our 
performances, but in here, we got nothing: (New Immigrants in Canada) 
Still, there is another example from the stories of New York street artists and subway 
musical instrument player. The following quote from the interview expresses one of 
5 3 
the protagonists' complicated feeling toward his current life and his desire of going 
back, which is also very common among many Chinese immigrants, and similar 
expressions could be noticed in many stories. For those people, imagination of a 
better life abroad was disillusioned, but they could not go back immediately, because 
they undertook the expectation of success from the relatives and friends in China, as 
well as they themselves. 
"First I thought."well’ America is so good, and many mainland Chinese 
people want to come. So it is like paradise, which most people are longing 
for. However, when I come, I find it is totally different from our imagination. 
But since I have come, I cannot end up with failure. “ (Wandering in New 
York Street) 
The above quotes from the interview have illustrated the contrast between 
imagination and reality, conveying the message to the audience that America is not 
that good as imagined. Through such expressions, the program has drawn a picture 
with better image of homeland—China, and demystified popular imagination about 
going abroad. It will be further discussed in the following chapters. 
Home as an imagined destination regardless of political controversy 
The theme of "home" is also salient in the stories related to historical and political 
events, particularly the departure from homeland due to war and political conflict. As 
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has been discussed before, Chinatown series covered stories of many diasporic 
Chinese people in Southeast Asia, who were war refugees and victims of Chinese 
Exclusion riots in some countries in the 70s and 80s. Also, some of them cannot go 
back to China because of the strong political conflict between KMT (Kuomintang^) 
and CCP (China Communist Party) during the modem Chinese history, or other 
political conflicts. For example, there is a story about Chinese Expeditionary in 
Burma during the WWII. Chinese Expeditionary is a KMT troupe sent to fight against 
Japanese in 1940s in the neighboring country in Southeast Asia, protecting Burma 
Road—the only road that could provide military supply for Chinese and the Allied 
Force. Over 200,000 Chinese Expeditionary members were left behind in Burma by 
KMT government, because most of them did not want to go back to China for the 
civil war with the communists (1945-1949). After the civil war, since CCP took over 
in 1949, they could not go back to China. The survivors in Myanmar expressed their 
strong feeling of being tied to homeland and the desire to go back, or at least to be 
recognized by the Chinese government for their contribution to the nation, even 
though they are still not quite willing to accept the PRC government, as the following 
expressions selected by the production team have illustrated. 
"For the PRC government, I think I still need time to make my own 
judgment". 
5 Founded by Sun Yat-sen after he led the 1911 Revolution that overthrown the feudal government in China, the 
party ruled China during the first half of 20'** century before China Communist Party took over in 1949，and then it 
fled to Taiwan to continue the government of Republic of China. It was first an authoritarian regime in Taiwan, but 
in the mid-1980s, it allows other parties to participate in election, and was taken over by DPP, a local Taiwanese 
party in 2000 in the president election. 
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"I just wonder if the current (PRC) government could give us a kind of 
certificate [for the anti-Japanese war J, which prove that we have 
contributed to the nation, and we have fought against Japanese, and to 
show that our nation does not forget us. “ (Stay in Myanmar: Story of 
Chinese Expeditionary) 
The above quotes depicted a mixed attitude toward the current Chinese government. 
On the one hand, they did not want to identify with the PRC government, because of 
historical reasons, and they could not trust it completely. On the other hand, they were 
depicted to have the expectation that the government could recognize their 
contribution to the nation. While they still suspect the government, such expressions 
also show their strong spiritual connection to homeland. 
Here is another example. In northern Thailand (Golden Triangle area), there was a 
village where many Chinese refugee for WWII and Cultural Revolution are living. 
Because of history and the changing political situation, they are not able to go back to 
China. In the documentary they were depicted to express the feeling of being deserted 
by both governments. However, the concept of "home" is separated from that of the 
government ruling the territory. When talking about China as home, they expressed 
strong wish to be back to meet their remaining family members or the graves of their 
parents, even though the government in China now cannot admit their legal identity. 
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The ending of this episode uses two symbols connecting the old generation and the 
young in that area, in terms of their cultural origin. A group of children, the 
descendants of the Chinese refugees spoke together in Chinese: “I am Chinese. My 
hometown is Yunnan" {Wandering in Golden Triangle). Then it ends with the scene 
showing the graves of the dead villagers all face the north, the direction of their home. 
It represents the longing for home and such feeling across generations. 
For this theme, the production team has also touched very sensitive topic~political 
dissidents, like the lives of Tibetans following Dalai Lama in exile in the early 1960s 
and stayed in Nepal later. No official media in China report about his life and his 
followers except condemning him of separating the nation. In the episode “Zabu's 
final stay\ a former officer of Dalai’s Tibetan Army, Zabu, was invited to tell his 
story. The voice-over and his narrative tell that he was the first person among those in 
exile with Dalai who admitted that the rebellion was wrong. At the end of the program, 
there is a long shot of him praying in the Tibetan Buddhist temple, for his only 
wish—to come back to his homeland. 
Home as an imagined destination for maintaining cultural roots 
For Chinese immigrants and diaspora, home and China always have identical 
meanings, and the documentary focuses on depicting their desire of the Chinese 
culture and to go "back", although the descendants of those immigrants might have 
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never been in China. 
Even if the protagonist or people connected to him or her are the descendants of the 
older generation immigrants and has never been to China, expressions about such 
strong desire have been selected in representation. Chinese education is considered as 
one way for them to keep the connection with their cultural roots. In Good Morning, 
Vietnam, a second generation Chinese in Vietnam said as follows: 
''We started to learn the culture of our homeland since we were young, and 
we have strong desire of our homeland. The culture we learn is from China; 
everything in our lives comes from China, and our spiritual sustenance 
comes from China: {Good Morning, Vietnam) 
As has been depicted through the above expression in the documentary, the concept of 
home in China is deeply rooted in the minds of the second generation. Although for 
them, China is quite an intangible concept, the documentary focuses on their learning 
Chinese culture and tradition, which helped to construct images about their cultural 
roots and maintain the identity of being Chinese. The maintenance of identity is based 
on such images. 
In the situations of disaster and extreme living conditions, such desire for home was 
made more salient in the documentary. The episode “Home Faraway'^ illustrates this. 
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Because of the local political and racial problems in Indonesia, a group of Chinese 
was expelled to deep forest, suffering from extreme poverty in a village deep in the 
rain forest. The living conditions are very bad, and they can barely survive. However, 
the villagers were represented as having a strong sense of home in China, and the 
documentary shows their imagination and desire of homeland, as has been illustrated 
in the following quote in the interview. 
‘7 was born Chinese, although I've never been there. My grandfather and 
my father are Chinese. I don ’t know the situation of China, my homeland, 
however. “ "I will come back if I had chance, and I hope my children won ’t 
forget our Chinese language.” {Home Faraway) 
In the end of this episode, the voice-over has explicitly pointed out this theme, "For 
those Chinese being treated unfairly for some reasons, the country of their origin is 
always their home faraway." (Home Faraway) 
The episode “The Legend of Chiu Chow Businessmen in BangkoJC'^ ends with a choir 
composed of rich business Chiu Chow people in Bangkok and their wives—most of 
them are the second generation immigrants and have never been back to China. The 
ending shot is a scene that they are singing a Chinese song, My Home Is in China. 
Singing this kind of song was explained as their usual practice by a choir member in 
6 Chiu Chow people are famous for their well-kept tradition and ability of doing business. They originally live in 
Guangdong Province, the southern part of China, and migrate to different parts of the world. 
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the documentary. The lyrics itself shows the imagination of home, with equal meaning 
to nation. 
“If you ask me where my hometown is/In China, I used to say to myself 
silently/If you ask me where my hometown is/In China, now, I say proudly to 
you/My home has Great Wall, Yangtze and Yellow River/My home has long 
history/My home has many brothers and sisters."” {The Legend of Chiu 
Chow Businessmen in Bangkok) 
To sum up, as the documentary depicts, homeland has three folds of meanings to 
Chinese immigrants. It is represented as a reachable goal for those who working very 
hard and making a living in an alien land. For political dissents, refugees, and those 
who departed China for political and historical reasons, it is a place where they 
always dream about, even though they cannot go back. It can be the spiritual 
sustenance and cultural roots for the later generations of the immigrants. No matter 
what kind of conditions those Chinese immigrants and diaspora are living in, and no 
matter what kind of political backgrounds they have, home, as has been mentioned by 
all of them, is to a large extent an imagination to them. This will be further illustrated 
in the following chapters. 
4.3 Diasporic community 
Individual or organization helping Chinese compatriots 
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The first theme related to the belonging to diasporic community is how local diasporic 
community helps the Chinese living in bad condition. For example, in the episode 
“Home Faraway", besides directly screening the extreme poverty of the villagers in 
the deep forest in Indonesia, there is another storyline, in which two journalists from 
the most influential Indonesian Chinese newspaper first reported the story of those 
villagers and helped the Phoenix production team to visit the villagers. The 
documentary mentioned that with the coverage of the story, the Indonesian Chinese 
community launched various activities to help the villagers, either through donation or 
helping them to find jobs outside. 
Besides, there are individuals helping their compatriots outside the homeland being 
portrayed in the documentary. “Tokyo Doesn 't Believe in Tears" is the story of a 
Chinese female Gyoseishoshi Lawyer? in Tokyo, who was the first Chinese obtaining 
this certificate in Japan. Her work was to help other people making documents and 
protecting their interests when they were in trouble, and her clients were all Chinese. 
Through three cases she was involved during the documentary shooting period, time 
and again in the interview she talked about the difficulty for Chinese people living in 
Japanese society, and her strong will to help them out of trouble. In this way, as can be 
found in the documentary narratives, the close ties with her Chinese client made her 
career more than a business. Instead, it became a kind of affection between her and 
her clients, because they are all Chinese. 
-| A special profession in Japan, helping their clients to deal with administrative documents, and is called "street 
lawyer" 
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Similarly, another episode in Chinatown of London has depicted a 48-year-old Hong 
Kong man, Lam. He established a civil organization called "Civil Rights", aiming at 
supervising the London police, because there were too many cases in which Chinese 
people were victims of criminals but were not given enough concern and fair 
treatment. His activities connected the police system and the Chinese community, and 
helped his compatriots to urge for equal rights (A Trouble-maker). 
Collective action 
In the documentary series, Chinese diaspora and immigrants are always depicted as 
active participants of collective actions for protecting their rights. Stories about how 
individual or groups of Chinese immigrants struggle for equal rights and for 
acceptance in the host society, with the help and organization of the diasporic 
community, can be found in many episodes. 
As mentioned earlier, the episode about New York street artists is an example. The 
protest for freedom of artistic creation was organized and led by Chinese artists, who 
had almost taken the majority of street artists. Large amount of scenes focused on 
how they held meetings, preparing for protest, led by a famous Chinese artist. 
As has been shown in this documentary program, the interests of ethnic Chinese were 
usually achieved through collective actions. For example, after recalling the history 
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of Chinese immigrating to Canada since the century, the following episode 
focuses on the contemporary situation—how the Chinese immigrants call for an 
apology of the Canadian government for the bad treatment towards Chinese workers 
constructing Pacific Railway in the 19^ century, and the discriminative policy on 
Chinese immigrants since then. A group of Canadian Chinese work together for this. 
It then became a final proposal by a Chinese Member of Parliament of Canada. 
Protests and meetings were held in front of the Parliament. In addition, the new 
immigrants from China were interviewed. They were quote praising the contribution 
of the collective activity, not only to the Canadian society, but also to Chinese 
community. The following quote illustrates the effect of such efforts made by 
Chinese protecting their rights as an ethnic community, making the host society 
friendlier to the ethnic community. 
''Without their struggle for equality, we couldn't have such wonderful life 
here today:, (From Hell to Heaven) 
Strengthen the ties of diaspora/immigrant Chinese people and preserving Chinese 
culture 
In this program, the notion of Chinese diaspora and immigration as a connected entity 
is emphasized. The theme of strengthening the ties of Chinese people overseas is 
thus salient. In a previously discussed episode, After the Storm, there is a story" about 
the Chinese businessman Huang converted to Islam. He was interviewed in the 
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documentary program and the following has been selected in the episode: 
"For those Chinese who don't understand why I am converted, I think 
sooner or later they 'II know. I converted to Islam and participate in politics, 
is not for the sake of myself, but to make contribution to the interests of the 
whole Chinese community in Indonesia... “ (After the storm) 
In this way, the religious activity is not only an individual choice for spiritual pursuit. 
More importantly, it becomes a means for the pursuit for the interests of a diasporic 
community~to get more right to speak for Chinese people in Indonesia. 
Also, the topic of passing down cultural tradition and preserving Chinese culture is 
very common in many stories, illustrated by many Chinese-learning schools operated 
by elder generation immigrants. In this way their descendants would not forget 
Chinese language and culture. Another example is the practice of Chinese 
traditional activities, as has been shown in the story of dragon boat team in Sydney, 
led by a second-generation Chinese immigrant. 
To sum up, there are three major themes depicting the sense of belonging of 
individual immigrants to the diasporic Chinese community. The documentary depicts 
the transnational position of the Chinese immigrants. They can take social 
responsibility by helping their fellows, preserving the culture, struggling for equal 
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rights, and bridging the ethnic community and host society, enhancing mutual 
understanding, so that the Chinese could live in a friendly social environment. 
4.4 The meaning of being Chinese 
Chinese identity has multiple meanings. In most cases, Chinatown is using the 
broadest meaning of the term Chinese, including all PRC citizens (including Hong 
Kong and Macau), Taiwanese, Chinese immigrants and diaspora, even political 
dissents within the boundary that is tolerable by the Chinese government. It tries to 
embrace as broad as possible the concept of being Chinese, regardless of the political 
conflicts in the past (e.g. CCP and KMT). As a television station with transnational 
operation and the claim to connect global Chinese, and at the same time politically 
supporting Beijing, it has to make a balance between the different political interest 
groups while not touching the baseline which will offend Beijing in order to get 
reception in China. 
In most cases there are two terms used, although translated into English they are both 
"Chinese". The term Chinese as "hua ren” (華人 in Chinese language) embraces the 
broadest concept of being Chinese. Just as has been discussed above，Huaren refers 
to ethnic Chinese, including not only citizens of the Chinese states, but also diaspora, 
immigrants and their descendants, who claims to be Chinese ethnically. This term is 
also used when the protagonist in the documentary is not politically in favor of the 
PRC government. It thus eliminated the political conflicts and antagonism between 
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PRC, Taiwan, and other overseas Chinese communities, emphasizing the shared 
cultural origin. 
The term Chinese as “zhongguoren” （中國人）is used in the cases when the 
protagonists express their strong desire to see the unification of China, opposing 
Taiwan independence and other secessionisms in China. However, sometimes the 
protagonists do not pay specific attention to the use of identity labels in their talking. 
Thus it could be noticed that Chinese as Huaren and Zhongguoren are always 
considered as the same. 
Sometimes, the terms marking one's local identity are also salient. As a culturally 
diversified and territorially vast country, China is composed of different local groups, 
and the differences between those groups can be quite significant in terms of their 
dialects, lifestyle, and tradition of making a living, and so on, not even to mention 
Hong Kong and Taiwan people. After migration and establishment of Chinese 
communities in other countries (Chinatown), they still keep such a local community 
(such as Fujian) based on their provincial origin. Some episodes are particularly 
talking about the Chinese provincial groups in overseas communities. In such 
situation, they tend to use the provincial and even more local terms to stress 
themselves, to illustrate the uniqueness of their culture. Those documentary 
episodes have therefore shown the diversity inside Chinese society. Although it is an 
expression of local identities, the themes are still in accordance with the whole series, 
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and the spirits of hardworking, respecting the tradition and cultural roots, and so on, 
are the same as being Chinese. Another situation of using local identity term is in 
the stories about political dissents, especially when the ethnic minority is 
involved~e.g. the followers of Dalai Lama in exile. In that episode, no words 
mentioned "China" or "Chinese", only "Tibetan" and the place Tibet are used by both 
the producer and the protagonists. (But it did not mention anything about Tibet 
independence; neither did it talk about the relation of Tibet to the central government 
of China). From this a negotiated position of the production in such situation has been 
established. Dealing with such sensitive topics, the production has found a proper 
position, by not offending the two parties~the dissent and the Chinese government. 
Finally, the table below illustrates the three senses of belonging an individual 
immigrant has to maintain in his or her daily experiences overseas, which has been 
represented in the documentary, and how they express the meaning of being Chinese. 
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Table: Three senses of belonging represented in Chinatown 
Sense of Themes Representation of Chinese 
Belonging Identity 
Host Society Political involvement and activities of Active, no longer political 
citizenship indifferent, contributing to the 
democracy and diversity to host 
society 
Bridging the gap between ethnic Tolerance, forgiveness 
Chinese community and host society 
Individual and familial struggle against Hard working, sincere, persistence 
unfriendly social environment for better 
life 
Homeland Home as an imagined destination after Homeland is a better place for 
success living 
Home as an imagined destination Homeland is a place where family 
despite political controversy members were there 
A dream place for political 
dissidents 
A cultural and geographical 
concept 
Home as an imagined destination for Homeland is the spiritual 
maintaining cultural roots sustenance for later generations of 
immigrants 
Diasporic Individual and organization helping Supportive to compatriots 
Community Chinese compatriots 
Collective action Active pursuit of equal rights for 
ethnic community, social 
responsibility 
Strengthen the ties of overseas Chinese Social responsibility 
and preserving Chinese culture 
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Chapter 5 
The Construction of Home and Nation in Transnational Settings 
In the previous chapter, through the analysis of documentary texts, the meanings of 
being Chinese in transnational settings have been discussed, in terms of the sense of 
belonging to three realities the individual immigrant had: host society, homeland, and 
diasporic community respectively. 
This chapter, moving a step further, is based on both the discursive analysis of the 
documentary and social-historical analysis of media production. A variety of 
discursive strategies were employed by the production team to construct the meanings 
of being Chinese in the transnational settings, which involve the strategic use of 
several concepts in representing the Chinese immigrants in the documentary. The 
most important concepts are home and nation. The ways how Phoenix TV 
production team makes use of the verbal expressions and visual language to construct 
these concepts are the major concern of the following section. 
"Chinese" is used in its broadest meaning, trying to include people in all walks of 
life in overseas communities, despite that they hold different political positions and 
have different social status. 
5.1 Meanings of home and nation 
In most of the stories in Chinatown, "nation" consists of two folds of meanings. It 
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first refers to a shared cultural tradition and a land. It is referred to as home or 
family tie. Second, it is composed of states (or the equivalent). Because of the two 
folds of meanings, strategic use of the concept becomes possible in the documentary. 
The two layers are easily intertwined or separated in different situations. 
In particular cases, when the identities of the protagonists are politically controversial 
(e.g. the followers of Dalai in exile, the Chinese espionage for South Korea in the 
Korean War, the old KMT soldier living in Southeast Asia), the concept of nation as 
home is more salient than that of the nation. This kind of political background of the 
protagonist, while controversial and sensitive in the mainstream media in Mainland 
China, falls into Phoenix TV's orientation of "connecting Chinese globally" (Liu 
2001). In such cases, the concept of home, representing a politically neutral image 
of China, is more often emphasized. Particularly when the protagonists are not able 
or willing to identify with the current PRC state or the Chinese nationality, the 
concept of home, with its cultural, geographical and familial implication, could avoid 
controversy when it was broadcast in Mainland China, which holds very strict line for 
media coverage of those people. By replacing the concept of nation with that of home 
(homeland), it covers the broadest meaning of being Chinese. 
In those cases, the identification of "Chinese" has the higher priority over the political 
antagonism. For example, there is a story about South Korean espionage (a special 
team composed of surrendered Chinese, who were arrested from the North side) 
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during the Korean War in 1950s. Because they were working for the South, against 
China, which supported the North during the war, they were neglected by the 
contemporary mainstream media in China. In this story, the emphasis was put on 
depicting the effort of this group in South Korea urging the government to 
acknowledge their contribution to the nation (S. Korea) and remember them as 
Chinese, rather than what they did during the war. 
'We Chinese are fighting for South Korea, but they (the South Koreans) 
forgot our Chinese” (The War Memories of South Korean Chinese). 
The use of "we" and "our" in the above expression indicates the protagonist's 
identification with his ethnic originChinese, although they had spent most of their 
lives in South Korea and had not yet been recognized by Chinese. 
Selection of interviews of the protagonist reflects the perspective of the producer and 
the media. An example is the story about the descendants of KMT high-ranking 
officials overseas. The grandson of a former KMT high-ranking official Xie was 
doing his research on Chinese history at Stanford. In the documentary, he claimed 
that as a historian, he was independently conducting research in Chinese modern 
history, without any political interference, either from CCP or KMT. This statement 
of a reconciliatory position is accompanied by the expression of his standpoint of 
opposition to Taiwan independence and the hope of reunification of China in the 
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documentary, which is similar to the political stance of Beijing. 
“China is rising. Taiwan independence is nothing but an obstacle to the 
rising of the nation. They are doomed to failure.” 
“I believe the Chinese intellectuals. I believe Chinese people. I think they 
can understand. It is just a matter of time... The CCP is more and more open, 
and I believe they will no longer build history upon the lies told by some 
political figures. “ {Descendants of Kuomintang High-ranking Officials) 
The above quotes of interview illustrate the intention of the Phoenix production team 
that the interest of the whole nation as a cultural-geographical and family tie has 
higher priority over politics. Xie was also depicted to express a political neutral 
stand point. Moreover, in his expressions there were implications of supporting the 
Chinese government, by showing his confidence toward their ability to reinterpret 
history. 
"I study history independently. I don ’t mind that the political powers hate 
me. I'm not afraid, and I will continue.“ 
"My family was involved in politics. It was miserable. I just want to make 
the ambiguity in history clear, and don't want to participate in political 
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activities...After Tiananmen, many people were so enthusiastic about 
politics, but no matter how strongly they urged me to do so, I just 
refused. ”（Descendants of Kuomintang High Officials) 
As has been shown in the above three quotes, the protagonist Xie in the documentary 
went even further to explain that he has no relationship with those pro-democratic 
activists. The production team has selected these expressions in interview also to 
reflect the stand point of the media. The outcome of the documentary episode is the 
result of selection and editing by the producers. Considering the pro-Beijing 
political stance of Phoenix TV, it is inevitable for the production team to choose the 
proper person as the protagonist and his or her proper expressions. 
At the same time, the program focuses on his daily life, his nostalgic feeling about 
home in China by depicting his activities of playing piano, singing songs about 
homeland, and gathering with other people from his hometown in the Bay Area. The 
depiction of the everyday life has also eliminated the political implication of an 
individual with such background, making it easier for the audience to identify with. 
The political neutral identity of Chinese is also conveyed through the protagonist's 
expression of the desire to be identified by the Chinese (PRC) government, regardless 
of their past political stance, just as the following quote shows. 
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‘7 think now the people，s government (PRC) is making progress. Although 
we made mistakes in the past, as time went by, I think the government won 't 
blame us any more. Many KMT high officers have been back (to China), 
then why cannot /?’，{The War Memories of Chinese in South Korea) 
In the story of Dalai's followers in exile, the production team chose to interview an 
old man Zabu, a former higher officer in Dalai,s Tibetan army as the main protagonist. 
As has been discussed before, he was the only one who "agrees to be interviewed", 
and "the first one to admit that Dalai，s rebellion was wrong" (Voice-over of Zabu 's 
final stay). With such statement about the standpoint of the protagonist at the 
beginning of the story, it avoided potential danger of touching sensitive topic. 
During the whole episode, it focuses on the individual story of the old man, and his 
hard life in Nepal, ending with his strong wish to come back home. The whole 
episode does not mention the word "China", or the current PRC government. 
Instead, it uses "home", or Lhasa, the capital city of Tibet. In this way, the political 
inference has been removed. 
Another way of strategic use of the meanings of nation is the separation of personal 
attachment to the homeland and the critical attitude toward the social system in China. 
It can be found in the narratives of most mainland Chinese immigrants leaving China 
since 1980s, particularly those who moved to Western countries. Most of the people 
selected as protagonists expressed that they had a dream about the outside world, 
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particularly the Western world, because felt that they did not get what they deserved 
in China, attributing it to the problems of social system under transformation in 
China. 
Those people in the stories depicted in Chinatown have expressed their desire of 
going back home. While they refer to the same geographical and cultural place, they 
did not want to accept the state and social system of the state. Those Chinese 
immigrants express their willingness of going back home, but they are critical of the 
social system in China. Their feeling towards "home" and "nation as cultural roots" 
are very strong, but they still keep a certain distance from the "system"~the state. 
The program emphasizes such separation. While the idea of strong identification of 
being Chinese is conveyed, through the narratives of the protagonists and the 
voice-over, many problems in the social transformation of China have been implicitly 
mentioned. 
5.2 Construction of the meaning of nation—the meaning of displacement and 
connection 
The meaning of nation as home is constructed through that of displacement and 
connection. Displacement and connection are linked in the narratives of the 
documentary protagonists. The individual Chinese immigrant's connection to home, 
host society and the diasporic community can be first read through the meanings of 
displacement~separation from home. 
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Displacement can be interpreted through contrast, a most commonly employed 
strategy in the documentary. Throughout the series, a variety of reasons for leaving 
the home country has been presented. By putting emphasis on the contrast of the 
lives at home and abroad, it helps to reverse the positive imagination about the outside 
world, as the producer Q put it: 
"Many Chinese people have positive imagination of going abroad. However, 
what we were doing is to revise their opinion. Therefore, we did not choose 
very successful people as the objective of shooting. Instead, those who were 
not doing so well, or those who were struggling to get better, became our 
main objectives. “ (Interview 2008) 
By putting emphasis the contrast before and after going abroad (especially the case of 
Chinese mainlanders), between imagination and reality, a rather positive image of 
home (China) can be reflected. 
For people migrating to other countries, another contrast is between the hostile 
situation of the host society and the hard working and persistence of Chinese 
immigrants. Chinatown series focuses on the lives of ordinary Chinese people 
overseas. As discussed before, most of the episodes do not choose successful people 
as protagonists. Instead, they focused on those who were striving for success and 
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leading a hard life. These could be attributed to the political, economic, and cultural 
background of the host country. Chinese immigrants have to adapt to the host society, 
overcoming many difficulties, including the unfriendly social environment. For 
example, several episodes are about the impact of Chinese Exclusion waves in many 
Southeast Asian countries. Because the local people attribute their bad economic 
condition to Chinese immigrants, who do business well and dominate the economy, 
whenever there were economic crisis or other disasters, Chinese became the victims 
of the riots first. In most cases, Chinese were deprived of all their possessions and 
even the lives of their family members (e.g. in Cambodia and Indonesia). In such 
episodes, the stories are mainly about how Chinese people were courageous to restart 
their business and then became the dominant economic force after several years' hard 
work and struggling. 
Connection has three folds of meanings, to the host society, diasporic community and 
home. The connection to host society and diasporic community are always 
combined in the documentary narratives. It is reflected in the active involvement of 
Chinese immigrants in politics, and other activities to pursue equal rights as citizens, 
and particularly the interests of the ethnic Chinese community. The program puts 
emphasis on their activeness and efforts in entering into the mainstream society, 
involving themselves in the public issues and politics in the host country. Being 
accepted by the mainstream society in the host country, even a small step, is 
interpreted as the success of the whole Chinese nation in the documentary stories. 
7 7 
Another concern on the connection to host society and diasporic community is how 
those Chinese immigrants contributed to the host country. Selected terms expressed 
by people from the host country and the diasporic community affirmed such 
contribution. For instance, in the previously discussed two episodes about the 
history of Chinese immigration to Canada, after depicting the past through the 
narratives of the Chinese descendants and researchers, in the consecutive episode, the 
contribution of Chinese people made to Canadian society is strongly emphasized. 
Making contribution to the host society becomes an honor of the diasporic Chinese, 
and thus their home of origin, which has been reiterated both by the voice over and 
the interview of the protagonists. The Canadian Chinese veteran John's speech on 
his 90th birthday party has illustrated this. 
"The younger generation of Canadian Chinese has shown their 
success... We 're piece of the machinery called Canada. We work together to 
be part of this great country" (in English, From Hell to Heaven: the History 
of Chinese Immigration in Canada B). 
As for the connection to host society and diasporic community, the person who plays 
the role of bridging the ethnic group and host society become a particular interest for 
the program. There are plenty of stories of people who help the Chinese immigrants to 
protect their rights, and they are portrayed as very active in helping Chinese 
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compatriots and making efforts to change the existing laws and regulations which are 
discriminative to Chinese. They are chosen as the protagonists because their 
activities have significant impacts on both the host and diasporic community. Also, 
as an individual, what he or she faces is the whole social system of the host country. 
An individual versus a whole system, the strong contrast makes it more attractive to 
the ordinary audience (Q，interview 2008). 
All the stories of Chinese immigrants stress their strong connection to home, and 
maintain a positive image of home (in China). In their expressions, the image of 
China is a country that is in rapid progress, and is a future destination for most 
Chinese immigrants and diaspora, physically or mentally. The connection to 
homeland is expressed in the terms like "nostalgia", "missing relatives and friends in 
China", "China is my home forever" etc, minimizing the political implication 
particularly for those people who could not go back for political reasons. 
However, the strong desire of those Chinese immigrants and diaspora to go back 
"home" is more or less an imagination. In reality, there are still obstacles for them to 
go back, and the situation in China is no longer what they thought~as the time they 
departed China. Moreover, a large number of Chinese immigrants are not able to go 
back, because they have already settled down overseas, and become part of the host 
society. But the documentary still constructed such imagination of homeland, because 
the production team always bears in mind the expected reception in China. The 
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production team believes that the expected audience in China would like to see their 
overseas compatriots having the desire of going back, and so does the government. 
It employed strategic use of words and expressions to construct the image of China as 
home, destination and a strong desire, through selective use of the terms (S, interview 
2008). 
For the connection to home, occasionally there are direct expressions praising China 
and Chinese people. However, such kind of expression is rarely found in the 
interview of protagonists and voice-over. Direct and explicitly patriotic expressions 
are what the production is trying to avoid. 
To conclude this part of analysis, the major discursive strategies for the documentary 
series to convey the meanings of being Chinese through depicting the lives of 
diaspora and immigrant Chinese are closely associated with two pairs of key concepts, 
which are also interrelated. They are nation/home and displacement/connection. The 
nation and home can always replace each other in the organization of the documentary 
narratives. Nation as cultural roots and home is always salient, while the state is 
rarely mentioned. The politically neutral interpretation of the nation as home can 
minimize the distance between the media texts, the expected reception，and the 
official. Displacement can be interpreted by contrast of the situation in the host 
society and home, and the change of identity of immigrants, showing that Chinese 
people have courage and persistence, which help them to overcome all discrimination 
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and disasters in the host society. It also conveys the idea that the outside world is not 
as good as one thought, and only homeland is always on one's side. For connection, 
multi-layered identity and sense of belonging have been constructed. It shows Chinese 
people are actively engaged in protecting their own rights, and they are united, 
cooperative, and are willing to contribute to the host society and bridge the gap 
between the ethnic and host society. Connection to home is depicted with expressions 
showing strong desire of going back, but such desire is to a large extent an 
imagination constructed by the production team, in order to create a sense of 
belonging, with the expected reception from China. 
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Chapter 6 
Constructing an Imagined Global Chinese Community: The Perspective of 
Media Institution 
This chapter is trying to map out the production process of the documentary series 
Chinatown by Phoenix TV, and how the imagined global Chinese community has 
been constructed, with the perspective of media institution. It mainly focuses on the 
characteristics of the media institution, the interaction with other institutions, its 
internal structure, and also the understanding and interpretation of the production 
procedure by individual producers. Based on participated observation and in-depth 
interview, I found that these four aspects were always intertwined. This study looks 
inside the media institution to find out how the meanings of connection and global 
Chineseness have been produced, in the interaction of the production team, overseas 
Chinese, and the media organization. It will be discussed in the following section 
respectively. 
6.1 Interaction between media and non-media institution 
The documentary making of Phoenix TV is a process of negotiation with the official 
of the nation-state一the People's Republic of China, where Phoenix has its largest 
number of audience. As a private TV network, it does not belong to the officially 
controlled media system in China. On the other hand, however, it is an officially 
acknowledged television network that has special connection to the Chinese 
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government. Its special position in the Chinese media system has facilitated its 
program production. 
Phoenix has obtained guarantee from Overseas Chinese Affairs Office of the State 
Council (OCAOSC)，an office under the State Council which is in charge of the 
affairs related to overseas Chinese, to launch the production of Chinatown. According 
to the production team of Phoenix TV, OCAOSC at that time decided to choose a 
television station to make programs which can reflect the current situation of overseas 
Chinese. At the same time, Phoenix had the plan of making documentary Chinatown, 
initiated by its CEO Liu Changle. Because of the reputation achieved through 
Phoenix's past performance and its special position in the Chinese media system, as 
well as the relationship with the official，it was supported by OCAOSC to make the 
series documentary. "Phoenix is the most suitable one to carry out this mission (of 
making programs about overseas Chinese)", a production team member recalls what 
was said by the OCAOSC official (H). OCAOSC, representing the official role of 
the nation-state, took part in the whole process of documentary making. A producer 
recalled as follows. 
"They provide information about people whom we can contact and shoot 
documentaries about their stories—people they think are 'suitableAt the 
very beginning, they also censored our products before one episode could be 
broadcast. However, after the first few episodes, they stopped doing this, 
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and gave us more freedom to do our own production. “ (H) 
However, in spite of the intention of official control from above, Phoenix still seeks 
every opportunity and makes use of the autonomy that left for its production. From 
my interview with the producers, I learned that Phoenix team did not contact the 
people provided by OCAOSC, or the Chinese Embassy and Consulates in other 
countries. Although they had to meet officials and sometimes they turned to Chinese 
Embassy and Consulates for assistance and guidance in case of troubles, they did not 
take the official's suggestions about what to shoot. Instead, they found most of the 
stories by themselves. As the producers (Q and H) put it, what the official provided 
was not the kind of people they want. 
"Most of them are successful businessmen, or overseas Chinese leaders. But 
we are not interested in their stories, and I believe the audience will not 
have interest in them either. They tend to talk about the past 
experiences—how they got success or something like that, and how they love 
China. What we needed were stories happening at that time, so our camera 
could follow their steps, and see what's going on, instead of just letting 
people talk about their 'success story ‘ in the past. We 're doing documentary, 
and we want to record something that is happening. “ (Q) 
At the beginning, the series documentary was labeled as "portraying the history of the 
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pioneering overseas Chinese in exploration and development", which is a very brief 
and empty statement, according to the production team, and aims at stories of success 
and patriotism. This is what the nation-state official highly expected. However, what 
makes the production team more interested were individual stories, ordinary life, etc. 
"We like those people with stories, and we were even trying to find those 
people with dramatic experiences, not those who just talk about love of 
homeland, and all those cliches. “ (H) 
Upon arriving at a specific country, they contacted the Chinese Embassy or Consulate, 
to notify the officials of the production activities of Phoenix TV. Instead of using the 
information provided by the official, they turned to local Chinese newspapers or other 
media organization, in which they find "are more suitable to contact with", as "they 
are dealing with everyday life of Chinese immigrants", so they could get a "real 
picture" about what Chinatown or Chinese communities really look like. (Q) 
Sometimes they just get into Chinatown and sought for stories. If there were no clues 
they could find, such as in some African countries where there was no Chinatown or 
Chinese community, they even turned to Chinese restaurants, and got clues by 
chatting with the Chinese staff there. An example is the story of Indonesian Chinese 
village in a deep forest. In the episode, there are scenes of how the producers contact 
with the local Chinese newspaper journalists who first reported the stories of the 
extreme poverty in that village. 
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The outcome of the production is the result of continuous negotiation between the 
media institution and the official. Besides, the academy is also involved. A professor 
specialized in Chinese immigrants has been selected by the OCAOSC for consulting. 
With the idea of making documentary series about Chinese immigrants, collaborated 
with OCAOSC, the officials of OCAOSC and Phoenix TV hold a meeting at 
Shenzhen office prior to the documentary shooting. OCAOSC recommended several 
people in academia who expertise in Chinese immigrants as consultants, most of 
whom were professors in universities in China. As recalled by a professor, Z，who 
then became their consultant and participated in the production, "they held the 
meeting at Shenzhen, and during the meeting, we were asked to express our ideas 
about the program—the form, title, and what kind of concept of Chinese will be used, 
the theme, and so on. After a whole day discussion, they found my idea fit them well. 
Then I was selected to be their consultant, and participated in the production." 
For Professor Z，what makes his thoughts match with Phoenix's idea is that he 
insisted in both the quality of the program and the capability to draw the attention of 
audience~the market. Besides, they consider the cost of production as well. With 
such principle in mind, they focus on ordinary people. However, from what has been 
told by Professor Z，it can be found that the academic people participated in their 
negotiation by taking in a balanced position, emphasizing both the intention to attract 
audience (market concern) and the political implication (patriotism). Because of the 
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balance, the official did not punish Phoenix for not following their recommendation in 
the choice of the story, but give them more freedom. After several episodes at the 
beginning, the official stopped censoring the documentary products. 
"I study the history of Chinese immigrants, particularly illegal immigrants 
in recent decades. I have visited dozens of Chinese communities, and from 
my study, I know what kind of story the audience will be interested in, and 
will be involved emotionally “ (Z). 
The program seeks to draw audience's attention by telling attractive stories, using 
visual elements that could raise emotional connection between the audience and the 
Chinese immigrants in the documentary, and the ultimate goal~the intention of the 
official, is to represent patriotism and identification to Chinese nation. Z participated 
in the production of the episode about Chinese dispatched forces for expedition to 
Myanmar. According to him, this episode, through depicting stories of two old 
soldiers, it aimed at "letting our audience know that there was once a very upright and 
courageous army. They experienced severe situation, and they were so heroic, which 
would stimulate the feeling of identification to the nation" (Z). 
Although the production has been given autonomy to the largest extent, they all bear 
in mind that there is the bottom line for the programs to be broadcast. For example, 
June and some events in Cultural Revolution are the "forbidden" areas, just like all 
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other Chinese media broadcast in Mainland China. The only difference is that, 
"Phoenix has more freedom of choice, as long as these topics are not touched", unlike 
the Mainland Chinese media under strict state control, in which even a small sentence 
that is considered sensitive will cause trouble to the production (S). 
The process of documentary production is the connection of the contexts of the 
producers and those people in overseas Chinese communities being screened. As a 
transnational media organization operated by local staff in Chinese context, the people 
participated in the production of Chinatown are from Mainland China, so their 
educational background and their previous experiences in the state-controlled media 
always interfere with the decision about the selection, and the major themes in the 
products. However, as a private television network, audience and the profit is what 
they should concern most. Therefore, during the whole process, they had to constantly 
make compromise, and gradually adjusted themselves to the claimed program 
orientation of Phoenix TV. 
“ We producers all grew up under the education systems of Mainland China. 
Some of us were working for the official media before. So there were 
difficulties for us to adapt to the particular standpoint of Phoenix. During 
the whole process, we were trying to adjust ourselves to Phoenix 's standard, 
and gradually we got used to that. “ (S) 
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Another consideration is advertising revenue. As told by W, advertising department 
put strong emphasis on the series documentary made through "television events", 
because Phoenix has gained its fame for the "television events". Whenever there were 
such programs, they received big bids and thus high advertising revenue. Therefore, 
this kind of programs has always got support from all departments of Phoenix TV. 
6.2 The production of global connectedness and Chineseness 
"To connect Chinese globally" is the slogan of Phoenix TV, and has appeared time 
and again in its CEO Liu Changle's publications and speeches (e.g. Liu 2001). As a 
private TV network, a joint-venture of transnational media corporation and Chinese 
enterprises, Phoenix TV has branded itself with the label "global Chinese", and an 
image of a television network crossing political and territorial boundaries of Chinese 
communities (Liu 2001). 
Liu constantly expresses his ideas about Phoenix TV~the notion of "connecting 
Chinese globally" in different situations (speech, publications, etc.). Despite its 
support from transnational capital, Phoenix TV is still a private-owned television 
network operated by Chinese, and everything is under the supervision of its CEO Liu 
Changle and his managerial team. His ideas about "global Chinese" have set up the 
orientation of Phoenix TV. The idea of making the series documentary Chinatown, 
like other similar products by Phoenix TV, does not have systematic planning before. 
Spontaneous ideas by Liu Changle always dominate and direct the future planning 
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and production, as has been told by the producers. 
In Chinatown, through textual analysis and production analysis, it can be found that 
the production does have an idea of a “global Chinese community" in mind. 
"I think Chinatown is like..., connecting overseas Chinese and the audience 
in their home. “ (Q) 
There are mainly three kinds of connections to be established for global Chinese. First, 
it is the emotional connections between the Chinese immigrant and the domestic 
audience, bridging the gap between those two groups of Chinese that are living in 
different parts of the world. Therefore, the main task is to tell the stories of the 
Chinese immigrants in such a way that can stimulate the personal feelings and 
sympathy about the compatriots living in faraway countries, which seems to have 
nothing to do with the life of domestic audience. The choice of ordinary people or the 
ordinary life of famous people can narrow down the gap of viewer and mediated texts. 
The narrative of the story is in a day-to-day style. 
Second, it connects people with different political stances together, under the term 
"Chinese". Among different kinds of Chinese people, whatever backgrounds they 
have, the production team is trying to maintain a balance in the storytelling in the 
documentary, so that the political implication has been successfully removed. Instead, 
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their personal feelings about home have been more intensively represented, which is 
more common among different groups of Chinese. 
However, the feeling of connectedness and Chinese roots has been aggrandized by the 
documentary. Such strong desire of home is just a constructed imagination by media. 
As has been pointed out by the producers of Chinatown, this is only imagination, and 
media have facilitated this kind of imagination~for both the overseas communities 
and its home audience. 
"The wots of the Chinese diaspora/immigrants are in China, as it is always 
said in the documentary. However, this is just a kind of imagination, because 
most of them (overseas Chinese) cannot go back. They will encounter a lot of 
problems if they really got back. Many Chinese immigrants going back to 
China after 1949 were treated badly. Although now things become better and 
better, it is still very difficult. It's unfeasible... We expect they would really be 
tightly connected to homeland, but it is not always the case. But we try to 
convey the idea that they are willing to come back in the documentary. ” (S) 
The producers all point out the differences between their expectation and the reality of 
the connection of Chinese immigrants to the homeland. "They have to live in the 
foreign country, and they've got everything there一business, life, everything. It is not 
easy for them to go back, and it is really difficult for the later generations to have such 
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a strong connection to the homeland. Maybe they learn Chinese culture, but for China, 
they don't have that clear idea. Anyway, we tried to convey the idea and depict the 
strong connection to homeland" (Q). Thus, the expectation and the perspective of the 
producer affected the production. 
"We're trying to connect the audience with the stories (of overseas Chinese). Instead 
of letting them feel 'well, it's none of my business，，what we have done is to draw 
audience's attention, and make their feelings go to the protagonists" (S). The 
production is trying to attract audience, since documentary is not predicted to be well 
received, compared with those entertainment or news programs. What they were 
doing was to make use of the visual image, a variety of ways of expression and 
narrative structures to make each episode become eye-catching story. The production 
team has used a lot of tactics. The basic point is to bring up resonance from the 
audience, using shared cultural symbols, the personal feelings and values一family, 
duty, and above all, the tension between an ordinary individual and the strong, always 
oppressive overseas social context. 
The third connection is between the producers and the diasporic and immigrant people 
in documentary shooting. The production team used head-up shot, the perspective of 
documentary maker, which is to "record what is happening now" and to "establish 
equal relationship" (S). The producers had a clear distinction between their practices 
and journalistic perspective, because they felt that they were more "emotionally 
9 2 
involved" as documentary makers (Q) They stayed with the protagonist for a 
relatively long period of time, enough to get mutual trust and further understanding, 
trying to get into the context of him or her. With their attempt to get closer to what 
they were about to shoot (the story of an individual Chinese immigrant or a group of 
them), they got into the context of immigration and transnational experience, 
connecting it with the context of production. 
The production team does have choice about the outcome of the story, trying to make 
it more dramatic and attractive to audience. Most of the stories in the documentary 
were based on the experience of a particular person. The documentary shooting 
activities were focusing on this person, his or her daily activities, including work and 
family life. Through the experience of this particular person, the situation of a certain 
Chinese immigrant group or the host society could be reflected. For example, the 
story of Lam, working in the civic organization "Civil Rights" and helping Chinese in 
London Chinatown for fair treatment by supervising the police, revealed 
discriminative law and policies against Chinese immigrants in Britain. From his story, 
it is easy to know about the situation of Chinese living in the Chinatown in London. It 
is more appealing to the audience when such kind of social reality is revealed through 
an individual perspective and daily experience, with whom they are more willing to 
identify with (S). 
The immigrant Chinese people being screened have some expectation about this 
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production to connect overseas Chinese to the viewers at home. So they treat the 
production team of Chinatown as a link between them and their hometown. In some 
stories, there were certain parts the protagonist "did not want their relatives and 
friends to see". Some people, on the other hand, have "strong willing to express", also 
because they aware that "mainland audience viewing" (Q). 
For Phoenix's production on Chinatown, the blatant patriotic discourse is intentionally 
avoided and can rarely be found. The production team made every effort to avoid the 
use of direct praise of the nation. They did not choose those political leaders of 
overseas Chinese communities, or successful business people. Even if they choose 
certain types of "leader", he or she is not from the official. Instead, the person is 
more likely to be a civil leader. They tend to choose ordinary people, or even those 
people with stories that were not considered successful in the mainstream value of 
Chinese society. Thus, the tension between going abroad and coming back home 
become more intensive, portraying a more positive picture of the home nation. And 
then the centripetal force toward home is strengthened, instead of making a bright 
imagination about life overseas. 
"Many Chinese people still have very positive imagination of the outside 
world. However, in our program, through the stories of many people, we try 
to tell them that the outside world is not that beautiful. And the experience of 
those ordinary people is easier to be accepted by audience, because they feel 
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there is no distance. “ (Q) 
Whatever kind of people the production team chose as protagonists, it always explore 
further into the inner impetus spirit of progress of the individuals, focusing on 
individual hard working rather than empty talk of a successful story. The 
award-winning episode Living in Tokyo Kabuchicho, as has been discussed before, 
caused a lot of controversy when it was selected candidate for the Chinese 
Documentary Award, the official award for documentary making nationwide. It is so 
because the work of the protagonist, a "pimp", was not considered as a decent job and 
might not pass the strict official censorship about the content of media products. 
However, because of the strategic use of visual elements and the narratives, the value 
judgment of the particular career has been successfully eliminated, and what has been 
emphasized was the difficulty for Chinese making a living in Japan, and the 
protagonist's optimism, persistence and courage, which have been attributed to the 
fact that he is Chinese, so that the audience and official could see the "progressive" 
aspect of the individual life of overseas Chinese (S). 
The production team also selected the protagonist whose activities could reflect the 
lives of other Chinese people around him or her. For example, from the story of a 
"pimp" at Tokyo Kabukicho, many Chinese people who have the same job were also 
represented, as well as the social network they had. Thus, at least part of the picture 
of the Chinese people in certain occupation~sex tourism—have been provided, and 
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thus it is not only the story of an individual any more. Another example is also in 
Tokyo. With the story of the Chinese female Gyoseishoshi Lawyer, the production 
team also concerned those Chinese people seeking for help from her，revealing that 
many Chinese people were discriminated in Japanese society, and no one could 
protect their rights, but they could turn to a Chinese Gyoseishoshi Lawyer, seeking 
not only for legal assistance, but also cultural and emotional support. 
The production of Chineseness is closely tied to the cross-border nature of Phoenix 
TV as a media institute, as has been illustrated by a producer of Chinatown. 
"For the Mainland audience, we are quite 'Hong KongfVe represent a Hong 
Kong television station. As understood by most Mainland audience, we're 
different from their media system. On the other hand, the overseas Chinese 
people consider us as Chinese, representing China. So they have different 
expectations for our products, which affect the whole process of documentary 
shooting and production. “ (S) 
The production of Chinatown has reflected Phoenix TV's central concern on 
"Chinese"—the global Chinese people. Its programs reflect such orientation. 
Chinatown is part of its "connecting Chinese globally" mission. Besides, there are 
many other programs, not in the form of documentary, contributing to this large 
project. These programs include the annual "Miss Chinese Cosmos Pageant", and 
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"You Bring Charm to the World—the most Influential Chinese Award Ceremony, etc. 
These programs and campaigns represent Chinese all over the world in different 
approaches to Chinatown. Instead of the ordinary people and their daily expressions, 
they focus on celebrities, influential people or young Chinese females. Although the 
idea of Chinese can be quite different in the variety of programs, as a whole, it 
embraces the broadest concept of being Chineseregardless of their political 
background, social status, career, and gender. 
The global Chinese orientation emphasis the concept of "coming together" with the 
help of Phoenix as a platform. Programs like "Miss Chinese Cosmos Pageant" and 
"You Bring Charm to the World~the most Influential Chinese Award Ceremony" are 
using campaigns to make all those qualified and people involved come together. 
Chinatown, on the other hand, is to connect Chinese people from different parts of the 
world by showing the day-to-day stories of those people through documentary texts, 
connecting to the feelings of the domestic audience. No matter what kind of 
program it is, the key emphasis is to convey the idea of "simultaneous viewing", and 
"global Chinese coming together" to the audience, as has been told by the producer 
(W). 
Through media image and narratives, connections have been established between the 
overseas Chinese people and the domestic audience. However, this kind of 
"connection" is imagined. It is imagined in two ways. First, as told by Chinatown 
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producers, although the diaspora and immigrant Chinese people show strong desire to 
go back home, they cannot really go back any more, because of political reasons, or 
other obstacles. Their roots are no longer in China, since they do not have living 
family members there, so the idea about home is only a created imagination. It is 
those cultural symbols that still tie them to the imagined homeland. There is little 
real connection between the viewers and those being viewed. Second, for the 
domestic audience, they live in different place, and could not have known each other. 
However, through the documentary, the production team attempts to select stories and 
make them more appealing to the domestic audience, that is, to use a variety of 
discursive tactics or the ways of narratives that can construct the linkage and make the 
audience identify with them. 
To conclude this chapter, from the analysis of media institution and the related social 
contexts, the production of documentary series Chinatown is negotiation of different 
institutions, maintaining the balance of the politics and market. Because of the 
landing right is controlled by the state, Phoenix TV has always maintained a political 
stance that supports Beijing in order to expand its reception. At the same time, as a 
private television, in order to further expand its reception in Mainland China, it has to 
be different from the state-controlled media. Therefore, Phoenix TV has to find a 
balanced position. The production of Chinatown involves the official Overseas 
Chinese Affairs Office of the State Council, the Chinese Embassies and Consulates, as 
well as the academic people. Phoenix has found its position between the interests of 
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audience and the intention of the official. Because of continuous negotiation during 
the whole process, it at last obtained a large extent of autonomy. While the official 
expected the stories of overseas Chinese who are excellent and patriot political leaders 
and businessmen, Phoenix TV were able to choose the people that they believe the 
audience would be interested in, and made documentaries about ordinary overseas 
Chinese, as long as their choice did not offend the official. 
Phoenix TV constructed the imagined community of global Chinese through three 
major kinds of connection. First, it is the emotional connection between the 
immigrants and domestic audience, through the representation of the daily life of the 
overseas Chinese and conversation in day-to-day style, thus shortened the distance 
between the two groups. Meanwhile, the Chinese immigrant as protagonist, as well 
as the production team, was aware of the expected reception in mind. Second, it 
connects people with different political backgrounds, under the broadest and 
politically neutral meaning of being Chinese. Third, by entering into daily context 
of the overseas Chinese, the production team and Chinese immigrants have been 
connected during the whole documentary shooting process. The production team 
has created imaginations for both the overseas Chinese and the mainland audience, 
and it is the imagination that connects the two groups of people through the 
documentary. 
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Figure 3: Construction of imagined community of global Chinese: media texts and 
institution 
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Chapter 7 
Concluding Remarks 
7.1 The Organizational Production of National Identity 
To conclude this study, the construction of an imagined global Chinese community of 
has given new meanings to the original idea of imagined community, and has been 
represented in detailed, daily expressions of the ordinary immigrant and diaspora 
Chinese. Such an imagined community is constructed by the cultural-linguistic 
regional television, and can exist outside the boundary of a nation-state. 
The products of Phoenix TV have its major target audience in mainland China. The 
television images produced and circulated construct the meanings of being Chinese in 
transnational context, with the major concern of the expected reception in Mainland 
China. The television images became an intermediate between the overseas Chinese 
communities and the home audience, connecting these people who identify 
themselves as Chinese in different places. 
The meanings of being Chinese have been constructed through the production of 
major themes in the documentary depicting the immigrant and diaspora Chinese and 
their sense of belonging to the host society, home and ethnic community. Through 
the selected representation in the three types of belonging, the Chinatown production 
team has maintained the meanings of home and nation, displacement and connection 
in the documentary. 
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For the belonging to host society, the documentary depicts the struggling of Chinese 
immigrants and diaspora, for equal rights and political participation as citizens, as 
well as hard working to make a living and survive in an alien land. The 
documentary chose to depict the adverse and hostile environment of the host 
society一such as the discriminative policies for Chinese immigrants and anti-Chinese 
movements, emphasizing the persistence of Chinese people in the pursuit of their 
dreams of success and being accepted by the mainstream host society. 
For the belonging to homeland, the documentary series depicts the immigrant's 
connection to the home faraway. As has been shown in the documentary, those 
people have positive images of their homeland, expressing their strong willing to go 
back. However, such a strong desire for home as destination is only a constructed 
imagination. People cannot go back because they are represented as "cannot go 
home without success" or for political reasons in the interview. Particularly for the 
latter one, going back home to China is subject to negotiation of different political 
parties and the changing policy of the current Chinese government, and could not be 
determined by the individuals. Also, the later generations of Chinese immigrants are 
portrayed to be fond of traditional culture. The documentary put a lot of efforts to 
depict their practicing traditional Chinese culture and learning Chinese language. 
However, as has been pointed out by the producers, this is just what has been 
represented in the documentary product, and is only part of their lives. In fact, most 
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of the later generation Chinese immigrants could not possess such a strong cultural 
root, because their social networks are in the places where they are living, and they do 
not have connections with people in China, not even going back. 
For the belonging to diasporic community, the documentary depicts how the 
immigrant and diaspora Chinese help each other and struggle for the interests of 
overseas Chinese. It tells the stories that the local diasporic community helped the 
compatriots out of extreme disastrous situation, and the individual helped other 
Chinese immigrants in legal issues and made every efforts for their rights. It 
depicted how Chinese people were united and willing to help their compatriots out of 
trouble. There are also stories about the collective actions of Chinese immigrants for 
the interests of Chinese community. With that it conveys the meaning of Chinese 
being "together" outside the homeland, as a unified entity. 
Through the analysis of documentary texts and interview with producers, the study 
has found that to convey the meaning of being Chinese in transnational context and 
for reception in China, the documentary has employed several discursive strategies 
and tactics. The production team used the broadest concept of being Chinese, 
attempting to embrace all sorts of Chinese immigrants and diaspora~regardless of 
political stance, the reason for them to leave their hometown, legally or illegally. In 
order to represent Chinese identity and to convey the idea that Chinese all over the 
world are together, regardless of their social status, political stances, and places of 
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origin, they frequently used the concept of home, as the cultural meaning of nation， 
avoid mentioning the state-related concept of nation. The meaning of home equals 
to the nation as cultural roots and family tie, while the state is rarely referred to. 
This can be called a strategy of state replacement, since the concepts that have 
connections to the state has been substituted by other seemingly politically neutral 
expressions. In most circumstances, home—the nation as cultural roots and family 
tie, is used to replace nation as state, no matter in voice over, interview, and in the 
synchronous sound by the protagonists. Such conceptual replacement is used to blur 
the political and social boundaries, and to avoid explicate content of political taboo 
and controversy (in mainland China) in the documentary, which is also for the safety 
of broadcasting, so that the contents that might be offensive to the PRC government 
will not appear. 
Another replacement is in the meanings of collective activities. The Chinese 
immigrants participate in political and other activities for their own rights in the 
mainstream society. The two sides of the conflict~the government and 
citizens一have been replaced by the host society and the diasporic community. In 
the documentary, it conveyed the message of Chinese people actively struggling to 
protect their rights as a diasporic community, reinforced the sense of belonging to the 
Chinese community. 
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The production team also uses strong contrast between the host society and the 
imagined homeland, as well as the life in China and in an alien land, to emphasize the 
feeling of longing for home. Through such a contrast, the production team aims to 
provide a positive image of China, which is opposite to the idea of a brighter New 
World like what has been portrayed in many fictional television products (Sun 2002). 
The meanings of being Chinese have been produced with the interaction within the 
media institution, and between the media institution and other social institutions. The 
study has analyzed how the production team chose the people as protagonists in each 
episode, and how they edit the story by using voice over and selecting synchronous 
sound and interview of the protagonists. I also interviewed the producers to learn 
about the whole process of shooting Chinatown and their understandings of the 
production practice. 
The production of Chinatown, although it is a spontaneous idea of Liu Changle，CEO 
of Phoenix TV, is in accordance with Phoenix's claim of connecting Chinese globally. 
In the series documentary, the production of Chineseness and the sense of connection 
are the central concerns. The whole production process is an attempt of connection, 
and there are several layers of connection that have been constructed. The Hong 
Kong base, Chinese producers, the mainland audience, and the overseas Chinese in 
different countries are connected in this television event. 
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Considering the documentary series, it represents the experience of being Chinese in 
the transnational social context, through the connections of the protagonist(s) with the 
host society, hometown and diasporic community, which have been discussed before. 
With regard to the production and reception process, first, it is a public-private 
connection. The documentary episodes are mainly based on everyday experience of 
the immigrants. With the show, they have exposed part of their private lives to the 
public gaze of the audience in the faraway homeland. Because of such connection, 
the program becomes more personalized, which is the attempt of the production 
team一to make it closer to the experience of its audience. Another connection is the 
production-content-audience. This is a connection of contexts. Both the production 
team and the overseas Chinese being screened have in mind the expected reception 
mainly in Mainland China (and some other Chinese speaking communities in 
Southeast Asia). They have tried to minimize the gap caused by the spatial distance 
and the contextual differences. The producers knew what to shoot and how to edit 
the raw materials for the mainland audience, and the overseas Chinese people being 
protagonists of the documentary were also aware of their audience, and according to 
the production team, those people being screened could express their own situation 
and consider this television event as an opportunity for them to explain, negotiate, and 
to express some of the deeper feelings toward home. The producers have also 
attempted to get closer to the overseas/transnational conditions of the protagonists, so 
that they can establish good mutual understanding and trust, and thus facilitate the 
shooting process. All those connections, in a word, are based on the common 
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cultural roots—the value, history, language and shared experience of being Chinese, 
as has always been emphasized by the producers and in the documentary program. 
The production is a negotiation with the official. Overseas Chinese Affairs Office of 
the State Council is a coordinator of this program, and the overseas embassies and 
consulates also wanted to be involved this matter. However, the production team of 
Phoenix TV has maintained their freedom of producing the content to the largest 
extent by making full use of the autonomy given to them. The invited academic 
people whose specialty is overseas Chinese have also contributed by being neutral to 
both parties (the Phoenix market orientation and the official Chinese government). 
The product Chinatown is thus a constant negotiation and interactions between 
different institutions. 
7.2 Positioning the imagined global Chinese community 
With the mass migration and flow of media images across national boundaries in the 
contemporary world, this study has provided a case showing in the global 
broadcasting system, how media construct an imagined community in transnational 
context in details, on discursive and institutional level. Imagined community is no 
longer territorially bound to a nation-state. Transnational migration is a historical 
phenomenon, and its complexity and speed have been accelerating in the 
contemporary world. The linkage of the nation (in the form of a state) to its overseas 
population is more convenient and closer due to the advancement of new 
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communication technology, and media have played an important role in it. 
Nowadays the media, particularly the electronic media, can cross the national 
boundaries, so it is not difficult for people in a particular nation-state to imagine their 
overseas fellows, and vice versa. In Anderson's (1991) description, the mass spread 
of printing materials helps to formulate the idea of people reading the same language 
at the same time belonging to the national community, though they could not even 
meet each other. With the electronic media, such feeling of being connected is 
visible, although there is no real connection between people simultaneously watching 
the same content, or connection between the represented and the viewing people. 
The construction of imagined community is not limited to the nation-state scale. 
Instead, nowadays the production and reception are not limited to the boundary of a 
particular nation-state, with the development of satellite TV, and the operation of 
transnational capital in media industry, especially with the media targeting a 
cultural-linguistic market. 
Phoenix TV has made attempts to construct an imagined community that includes 
Chinese all over the world, making programs featuring "global Chinese" and the idea 
of "connecting Chinese globally". In order to represent the global Chinese, it has 
attempted to overcome several obstacles in production. 
First, Phoenix TV uses Mandarin as its broadcasting language, so that it could reach 
the audience group with largest population—most of them are Mainland Chinese, as 
1 0 8 
well as overseas Chinese. Although in the documentary series some protagonists 
spoke their dialects, with translation of subtitles, it could be understood by most 
people. Because Mandarin is the official language of China, it can thus guarantee 
reception to the largest extent in this area. Although there are lots of different 
dialects in China, people are used to speak Mandarin when they meet others from 
different places, or when they are out of their hometown. Thus, Mandarin becomes 
shared language, and can connect the audience, overseas Chinese and production 
teams. 
The second attempt to overcome obstacle is to minimize political implications in the 
documentary products. The broadest concept of being Chinese has narrowed the gap 
between different parties in political position. In this way, people from different 
political backgrounds (pro-Beijing, anti-Beijing or neutral) can come together in this 
program given that there are limited or even no political meanings. Home and 
family are used to represent a nation, while the state was rarely mentioned. 
Third, the documentary also tries to connect the lives of the overseas Chinese on the 
screen with the mainland Chinese audience. To depict ordinary person and everyday 
life, as well as emphasize the familial relationship, it shortened the contextual distance 
between the overseas Chinese and mainland audience. At last, during the whole 
documentary shooting process, the production team tried to establish affective ties 
with the individual immigrant or group of people being screened. They made efforts 
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to understand the lives of the protagonists, entering into the everyday context of the 
protagonists, so that it is added to some personal feelings instead of merely recording 
something. 
Unlike many other studies, for example, the study of South Korean movies by 
Choong (2005), which emphasized on the ideological obstacles and practical 
difficulties of constructing an imagined community of Korea, connecting North and 
South, this study has found that with certain discursive strategies and visual elements 
implemented, the obstacles—political backgrounds, different social contexts, etc, 
have been minimized. This is realized through the use of individualized and 
everyday narratives in the representation of the protagonists in the documentary, 
replacing the political concepts with those related to family, friends, and shared 
culture. 
The grand narratives~~direct patriotic expression and the story of success (of high 
level overseas Chinese leaders or business people) cannot be found in the 
documentary. Instead, what people could see is the life of ordinary Chinese 
immigrants, experiencing the similar things the audience could have in the daily life, 
although the contexts are quite different. Cultural and familial concepts have been 
emphasized. Although the lives overseas could be very strange to the domestic 
audience, the representation of the daily experience, the emphasis of family, and other 
values that can be categorized as Chinese culture could then minimize the distance 
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caused by the domestic and migrant experience. It is true that as an imagined 
community, nation is not a monolithic concept, but the diversity of interest group does 
not mean that the attempt of constructing the imagined community could not be 
realized. 
As has been pointed out by Crofts Wiley (2004)，nationality is an organizational logic 
in media production. It focuses on how social space is defined as national, and the 
role of the logics of nationality play in the process, examining how the regional and 
global networks are organized as national. For example, as has been mentioned by 
the author, to examine a regional television network in Latin America, it takes into 
consideration of the area covered by the signals, the production sites, the headquarter, 
and the location of audience. They are not necessarily organized on the national 
level, but it can be organized with national logic. The key point to this perspective is 
to "recognize the historical and geographical variations in the ways that nationality, as 
an organizational logic, is articulated to specific contexts, territories and other 
organizational logics" (Crofts Wiley 2004，15). 
This study has found that the imagined community is no longer a static concept and 
limited to the nation-state boundary. This study has examined how such sense of 
being Chinese and belonging to a large Chinese community globally has been 
produced by the a cultural-linguistic television institution, in the very details of the 
documentary texts, the discursive strategies, as well as the work of production teams 
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and media institution's interaction within itself and with other institutions. The 
imagined global Chinese community is built upon the individual narratives, from the 
two dimensions一the temporal and spatial—that constitutes the formation of the sense 
of national identity. 
Temporally, the documentary depicts national history through individual 
experiences—the daily experiences. Although there are clips from old documentaries, 
newsreel footage, or films about certain historical events, the major way for 
representing the history related to Chinese immigrants is through the narrative of the 
individual(s) being screened. Therefore, the interpretation of the history is from an 
individual perspective. The life of an individual is intertwined with history, and 
from the documentary program, the story of an individual can reflect the changing 
history and its impact on a specific individual, and thus a larger group of people like 
him or her. According to Billig (1995), national histories mark a nation in terms of 
its people through time, with distinctive ways of life and culture, as "ours". In the 
documentary, the ideas of an inherited history and the cultural values representing the 
unique Chineseness have been conveyed through the language used in the interview 
and synchronous scenes. 
Spatially, as a documentary series about overseas Chinese communities, it has 
covered as many places as possible. Wherever there are Chinese, the production 
team attempted to go and make documentaries. Chinatown has conveyed the idea of 
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the nation as a big family, the homeland, and constructed imagination of homeland by 
people faraway. People scattered in different places all over the world have been 
"connected" with the "central"—homeland (China), either geographically or 
psychologically. Spatially, the imagined Chinese community is no longer confined 
to the territory of China and the places it claims to have sovereign, but becomes a 
global concept. It becomes even more "global" in representing Chinese immigrants 
since it pays special attention to the people living in non-Western countries, and 
people who are less concerned by the public and media. 
As can be noticed, the production and reception of Phoenix TV and the program have 
also illustrated the spatial construction of Chineseness. It headquarters in Hong 
Kong, with the production and higher managerial team coming from mainland China 
(especially for the documentary program Chinatown), and the overseas Chinese being 
screened in the documentary, scattering all over the world, it has constructed a space 
far beyond the territory of a nation-state. 
Based on the temporal and spatial dimensions of the imagined community of global 
Chinese, the past and the present, the overseas and the domestic, people with different 
political backgrounds, home of origin, and social status, has been unified under the 
narrative of "global Chinese" and "homeland as a big family which her faraway 
children are always longing for". The individual and daily narratives have taken the 
place of the grand narrative about nation and its history, and through their expression 
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of the experiences of their hard working, their failure and success, the impact of 
history and the host social condition, a tight connection to their origin一the homeland, 
China, has been represented. China here no longer refers to a state, but it is more of 
a cultural symbol, origin and destination. 
This kind of imagination is produced through the whole documentary shooting 
process. Connection has been established between the producer, the individual 
immigrant and diaspora, the audience in China, and at last, as Phoenix always claims, 
“global Chinese". As has been pointed out by Thompson (1995)，because of the 
break of time-space linkage, the social interaction has changed, in which mass media 
have been involved. The production and reception happen in de-linked contexts, so 
the production has to imagine the expected reception in their daily practices. 
Therefore, in the production of Chinatown, the producer and the whole production 
team were coordinating with the individual Chinese immigrant and diaspora being 
screened. The production team had expected reception (mainly in Mainland China) 
in mind, so they were trying to get what the audience in China wanted to see, 
perceived by them through their accumulated experience of documentary making. 
For the individual Chinese immigrant and diaspora as the documentary protagonist, he 
or she could still realize the expected reception, which affected their ways of 
expression and what they want to express. In this sense, this is exactly the 
perception of the existence of his or her fellows, with the same sense of belonging 
(Anderson 1991). When the program was aired, as part of Phoenix TV's program 
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schedule, during the intervals, the logo and slogan of Phoenix TV, the promo 
"connecting Chinese globally", reminded the viewer that they were watching the same 
television program with billions of Chinese people (although in China only a small 
part of its population can receive Phoenix's program) at this very moment. 
7.3 Everyday nationalism 
The production of Chinese identity in Chinatown is the result of negotiation among 
the media institution, government, and the targeted market. The outcome of such 
negotiation is the production of everyday nationalism. 
In the traditional sense of Chinese nationalism, state plays a key role, and the media 
are orchestrated (Pan et al，2005) by the state nationalism. However, in the 
documentary Chinatown, there is seldom reference to the state, although the whole 
project is supported by the state. China only appears as the imagined homeland of 
an individual immigrant and diaspora. State was rarely mentioned, so that the 
political controversy has been avoided. Therefore, nationalism is not necessarily 
bound with an existing nation-state or a possible nation-state. It could eliminate 
political and territorial boundaries to link people who are outside the nation-state 
territory and the political regime, as long as they identify with shared culture, tradition, 
customs and values. Nationalism is in daily interaction and conversation, in the 
expression of an ordinary person, being conveyed through media. 
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Nationalism does not only exist in those blatant, direct assertions of loving one's 
nation, but it can be built in the daily practices and language use as well. Just as Billig 
(1995) has suggested, nationalism has its banal nature, in the routine words and 
expressions on the daily basis, taken for granted when the media texts are received. 
These words, small as they are, in the daily conversation, convey the meaning of 
homeland, marking and reminding people of their identities (Billig 1995). Billig has 
provided more detailed securitization of how nationalism is constructed in the minds 
of ordinary people. 
The banal nationalism (Billig 1995) is still political, because of the "taken for 
granted" sense of belonging to a nation. Chinatown focuses on the ordinary people 
and everyday experiences, and the everyday conversation. They attribute the 
success of winning back the deserved rights (equal rights), the effort of enhancing 
communication between diasporic group and the host society, and the success in a 
foreign country (no matter big business or just a matter of surviving), to the fact of 
being Chinese and inheriting virtues of Chinese people. Their expressions have 
shown confidence of their pursuit. Even if in the extremely bad situation in the host 
country, they still express the strong feeling of being Chinese, which was considered 
as an emotional support for them to survive. The idea of being Chinese is taken for 
granted, as part of their everyday lives. 
Nationalism in everyday contexts could be used to minimize political implication, not 
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only depicting people with political controversial background, but also in the 
representation of collective activities. Although this study does not examine the 
possibility of formation of transnational public sphere and citizenship, as has been 
suggested by Appadurai (1996)，the documentary does have such implication. The 
documentary depicts stories about how Chinese people struggle for equal rights and 
actively participate in politics in their host countries, for the interests of Chinese 
people. As has been discussed before, Chinatown avoided the story of official 
overseas Chinese leaders. Instead, it puts much emphasis on those people who can 
be considered as civil leaders. Although Phoenix TV is not the representative of 
civil groups, from the products and my interview with the production team, I find that 
they pay special attention to those collective activities for equal rights and the attempt 
to change the current policy for the whole Chinese community in the host country. 
The orientation and position of Phoenix TV make it possible for such concern. At 
the same time, in the production, it has to replace the meanings of civil rights with the 
rights of Chinese community, added to the nationalistic implication of the media 
product, but it at least makes the concern of civil activities possible. 
As a single case, Chinatown has successfully constructed the meanings of being 
Chinese with the everyday narratives, connecting Chinese people in different parts of 
the world. However, documentary is only a small part of Phoenix TV's 
programming structure. Phoenix TV is much more popular for its news and 
commentary programs about current affairs. At the same time, the program 
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produced by Phoenix TV only constitutes a small fraction of the television programs 
received by Mainland Chinese audience. Therefore, the representation of Chinese 
immigrants in the form of everyday nationalism in documentary is not the mainstream 
in the media system of Mainland China, not to mention the cultural-linguistic region 
and the global media system. Other programs and campaigns about overseas 
Chinese produced by Phoenix TV, such as "You Bring Charm to the World—the most 
Influential Chinese Award Ceremony", are focusing on celebrities, and respond to the 
official Chinese nationalism. 
At least Phoenix TV has provided an approach to convey the meanings of national 
identity and nationalism in the documentary Chinatown’ trying to maintain a good 
balance of its political position and reception. Its negotiation with the official and 
attempt to maintain the least interference of the official, are the results of its political 
capital accumulated during its ten year practice in the Chinese market. With both 
sacrifice and gain, Phoenix TV has found a proper position for programming and 
broadcasting in China as a transborder TV. Such position makes it possible for 
Phoenix TV to make programs representing Chinese with different political stance to 
the Chinese government, and those who are less covered by the official media. 
7.4 Limitation 
Because there is no reception studies so far, the interpretation of audience could not 
be directly found. Whether it is as claimed by the production team can be put into 
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question, because of the polysemic nature of media texts, and the different ways of 
audience interpretation. The reason for not doing reception analysis is that the 
program was aired in 2003 and 2004，four or five years ago. It is almost unfeasible to 
find audience members who can recall exactly what they had seen several years ago, 
so it might affect the accuracy of further interpretation. Also, because Phoenix TV has 
only limited landing rights, it is hard to know who can see the program via television 
at home or at work. The location of audience is a problem for this study. However, for 
this present study, production and media texts could explain how such an imagined 
community of global Chinese can be constructed, and it concerns about the media 
institution, instead of audience. 
Furthermore, in 2006，the share holders of Phoenix TV changed significantly, and 
Murdoch's Star was no longer the largest shareholder any more. Nowadays the two 
major shareholders are CEO Liu himself and China Mobile, the biggest mobile 
communications corporation owned by the Chinese state. The change of ownership is 
inevitably altered the production of Phoenix TV in recent years. Chinatown was 
produced and broadcast before 2005, and was not influenced by the change of 
ownership of Phoenix TV. Therefore the conclusion might not fit well with the current 
situation. 
7.5 Suggestion for further study 
As the program was aired years ago, it is impossible to find audience and do reception 
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analysis. However, it could still be interesting to follow up Phoenix TV and other 
transborder media, which have national popularity, on how they produce programs 
about overseas Chinese, as well as reception, focusing on the latest programs and 
other activities, so that the picture of production and reception of nationality 
(nationalism) could be completed. Comparison with transnational media in other 
regions is also possible provided language is not a big obstacle. 
Because of the civil activities screened by the production team of Chinatown, Phoenix 
TV, it can be found that there are plenty of possibilities for doing research about the 
collective activities of those immigrants, struggling for their rights in the host society, 
or in response to certain events back in the home country. The future studies could 
focus on how the overseas Chinese communities can be activated in certain 
circumstances, no matter it is the issue of host society having impact on the interests 
of Chinese immigrants, or the issue back in China, by entering into the field of those 
collective activities. The work of media (no matter traditional media or internet) will 
also be examined under such circumstances. The expression of nationalism and 
national identity will still be the focus in the transnational contexts. 
1 2 0 
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